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NOTICE.

Several friends havesaid to me ¢ why do you not
arrange your book in lessons? It would be so
convenient for us, every time we go to our class,
to know exactly how much and how little we have
to teach.” I would gladly have done this; but
the different capacities, tastes, and circumstances
of our pupils make it impossible. A School lesson
and a lesson to an Evening class, a Reformatory
lesson and a College lesson, differ exceedingly
both in the manner of teaching and in the number
of things which can be taught. I can only pro-
vide a general method, some points of which are
essential and some non-essential, leaving the teacher
to adapt this method to the particular class he has
to deal with. Such topics as Harmony, Pronuncia-
tion, Musical Form, Voice Training, and the difficult
parts of Time, Tune,and Expression may, however
important, be reckoned as non-essentials, and will
have to be omitted in many classes.

Although I could not fix the exact amount of
instruction and exercise which every class can
receive lesson by lesson, I have divided the method
into Steps. By a step I mean a certain stage of
the pupil’s progress at which he is expected to stop
and examine himself, and bring the different divi-
sions of his labours (tune, time and expression)
abreast of one another. This is what is called, in
the counting house, “taking stock,”” in the House
of Commons, ¢ Reporting progress.” Itis ascer-
tained that ordinary students do learn a certain
proportion of each branch of thesubject concurrently,
and this proportion is given as nearly as possible in
each step. One-sidedness of study 1s most dangex-
ous and miserable to the student. A clever reader
of tune who cannot keep #ime is constantly finding
himself wrong, and annoying his neighbours, and
a good timeist who is often singing out of ‘une feels
himself to be unsatisfactory, and often stops the
class to get his errors corrected. The steps, with
their amplitude of questions at the end, enable all
the members of a class to march together,—to keep
step.

But the Lesson is a diffcrent thing from the Step.

- A very dull class may require three or four lessons
before they finish the first stage of progress and

bring themselves up to the mark distinctly drawn
by the examination at the close of the first step.
Rarely have we found classes so quick and ready
that they can accomplish the first step at a single
lesson. The teacher studies the kind of class he is
aboutto teach, and draws out the plan of his lessons
accordingly. Until he knows his class more per-
fectly he will seldom be able to do in a lesson.
exactly what he had planned to do, but be always
goes to his class with a plan,—having chosen the
exercises to be done, and having anticipated in his
own mind and pictured to his imagination, the
blunders he will be required to correct, and the
brief verbal explanations he will be expected to
make.

‘When a new topic is introduced, it occupies a
larger portion of time than the other topics, and
may at first do this even to the exclusion of others.
But directly a subject has reached the “wearying
point ”’ in a class 1t must stop, even if it has occu-
pied only ashort time. At first the chief care will
be given to the subject of zwne, and not until the
attention of the class gets near the wearying point,
does the teacher introduce the first elements of time,
as a variety. When the association of syllable
and interval in d m s is fully established, and not
till then, will much attention be given to the earlier
time names. It is not wise to introduce a great
number of new topics in one lesson. The Voice
exercises should occupy a brief portion of each lesson
at its opening. On all teachers, taking up our
Method, I urge faithful attention from the begin-
ning to three things—the Pattern—the lMental
Effects, and the preparation for Certificates. The
experienced teacher knows how to arrange the
topics of his class, how to pass promptly from one
to the other, how to keep up the intcrest, and how
to secure an even progress in all the branches
of study. For the inexpericnced teacher, I have
gathered together all the helps I could think of,
in the ¢ Teacher's Manual of the Tonic Sol-fa
method.”*

JOHN CURWEN.
Plaistow, 2nd July, 1872,

* Price Five Shillings. a2
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FINGER-SIGNS FOR TIME,

AS SEEN FROM THE PUPIL'S (NOT THE TEACHER’S) POINT OF VIEW,

-AA, -AATAT.
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MENTAL EFFECTS AND MANUAL SIGNS OF TONES IN KEY.
Nore.—These diagrams show the hand as seen by pupils sitting on the left-hand side of the teacher. The

teacher makes his signs in front of his ribs, chest, face, and Aead, rising a little as the tones go up, and falling
as they go down.

FIRST STEP. SECOND STEP. THIRD STEP.

SOH.

The GrAxD or bright tone,~—the Major
DoyivavT, making with Te and Ray the
Dominant Chord,—the Chord S, and with
Fak also the Chord 7S. The P1ERCING OF sensitive tone,—
the Major Leapixe ToxE, making
with Rayand Fak the weak Chord T

"The SAD or weeping tone,
—the Major SuBMEDIANT,
making with Dok and AMe
the Chord L.

The StEADY oOr calm tone,—the
Major MepiaxT, making with Sok and
Te the rarely used Chord M.

RAY.
The RovsiNe or kopeful tone,

DOH. —the Major SupErTONIO, mak-

The STrONG or firm tone,— ing with #ak and Lah the Chord The DESOLATE or awe-inspiring
the Major Toxic, making with R,—in which case it is naturally tone, — the Major SUBDOMINANT,
e and Sok the Tonie Chord, sung a comma flatter, and may making with Lak and Dok, the Sub-
dhe Chord D. be distinguished as Rak. dominant Chord,—the Chord F.

»*s For fe let the teacher point his first finger horizontally to the left. For ta ditto to the right.
When seen by the class these positions will be reversed, and will correspond with the Modulator. For
se let the teacher point his forefinger straight towards the class.

Nore.— These prozimate verbal descriptions of mental effect are only true of the tones of the scale when
sung slowly—when the ear s filled with the key, and when the effect s not modified by harmony.




MENTAL EFFECTS AND MANUAL SIGNS OF TONES IN KEY.

SECOND STEP.

The PIERCING oOr sensitive
tone —the Major LEaDING
Toxg, making with Ray and
Fah, the weak Chord 7T.

RAY,

The RousinG or opeful tone
—the Major SupErTONIC, mak-
ing with Fakhand Lahthe Chord
R—in which case it is naturally
sung a komma flatter, and may
be distinguished as Rah.

FIRST STEP.

The the Domin-
GRAND or ant Chord
bright tone ~—the Chord
—the Major S, and with
DoMINaNT, Fah also the
making with Chord 78.
Te and Ray

ME.
The STEADY or calm tone—the Major
MepiaNT, making with Sok and Ze the
rarely used Chord M.

The Strong or firm tone—the Major
Toxic, making with Me and Sok, the
Tonic Chord, the Chord D. ~

ix

THIRD STEP.

LAH.

The Sap or weeping tone—
the Major SuBMEDIANT, making
with Dok and Me, the Chord L,

FAH.
The DESOLATE or awe-in-
spiring tone—the Major Sus-
DOMINANT, making with Lah

and Dok, the Subdominant
Chord—the Chord F.

: SE.

Nore.— These diagrams show the hand as seen by the pupil, standing in front of the teacher.
The proximate verbal description of mental effect are only true of the tones of the scale when
sung slowly—uwhen the ear is filled with the key, and when the efect is not modified by karmony.













THE STANDARD COURSE

OF THE

TONIC SOL-FA METHOD OF TEACHING TO SING.

FIRST STEP.

To produce a good tone.
its fifth and third.

To train the muscles whick rule the lungs.
To recognize and produce its upper octave and the lower octave of its fifth. To recognize

Given a key tone, to recognize and produce

and produce the simplest divisions of time.

Voice TrRaAINING

A singing lesson is a calisthenic exercise, and
should be preceded, where possible, by such gym-
nastic movements of the arms and shoulders as will
exercise and strengthen the muscles of the chest.

Good Tone.—From the earliest exercise, the pupil
should try to produce a good tone, that is, a tone
clear and pure (without any admixture of breathi-
ness), and of a pleasant quality. For this purpose
constant, if possible, daily attention must be directed
to three things: 1st, the ‘“shock of the glottis;”
2nd, the throwing forward of tho voice; and 3rd,
the control of the breath. Purity of tone depends
on the first and third of these, quality on the second
and third. The lump in our throat called the
larynz or “ Adam’s apple,” is the instrument of
voice. The glottis is the slit between those lips of
the larynx (or vocal cords), which form its lower
opening. When Garcia und other voice-trainers
speak of the ¢ shock of the glottis;”” and when Dr.
Rush, Mr. Melville Bell, and other elocutionists
speak of the clear ¢ explosion” of vowel sounds,
they refer to the firm closing, followed by the
distinct opening of these lips of the larynx. The
action of the lips of the mouth, in pronouncing
strongly the letter p, in papa, will illustrate this;
and the “shock of the glottis” may be felt in a

St. Co. (New.)

slight cough, or in pronouncing clearly the letter
g, a8 in game; or k, as in keep. This “shock”
does not require force, but only definiteness of action.
It must also be delivered with as little breath as
possible. The word skaalaa, (aa as in father) which
many voice-trainers use for their exercises, has this
advantage, that its first syllable necessitates that
clearly marked ¢ explosion’ of the vowel of which
we speak ; but in using if, the's must be scarcely
heard, and the % must be delivered sharply.

Quality of voice (¢imbre, that which makes the
difference between a hard wiry voice, a soft clear
voice, a full rich voice, &c.) depends chiefly on. z/e
habit of throwing the air-stream forward in the
mouth. Professor Helmholtz’ experiments, as well
asg the practice of Garcia and others, support this
view. The stream of vocalized air should strike
against the palate as near as possible to the root of
the upper teeth. Some vowels naturally favour
this habit more than others. In English, ce, af
(as in feil, maid, &c.), oa (as in oar, coat, &c.)],\ and
00, are all ¢ forward "’ vowels, as any one may know
by a few experiments with his_own voice. The
frequent use of these vowels, in vocalizing, in
connection with a proper management of the
breath, enables the voice-trainer ¢ to form,” says
Madame Seiler, “out of a sharp, hard, and dis-



2 FIRST STEP.

agrecable voice, a voic? sweet and p]casing.;' The
open vowel aa (as in father) is commenly formed,
by the English_,_(the Frenai? and the GEi'}l,rians, far
back in the mouth; but *“the Ttalians,” says
Madame Seiler, “ form no vowel so far front as
their clear-sounding beautiful e¢a.”” When we copy
the old Italian voice-trainers in employing this
vowel—so useful in vocalizing, because it opens the
mouth properly—let us take care to throw it for-
ward, and se give it the soft round Ttalian quality.
It is unfortunate that our ee, a#, oa, and oo, do not,
like the Italian aa, promote the proper opening of
the mouth. _ :

The proper management of breath promotes
g _correct striking of the tones, as well as their
purity and quality. Insufficient breath causes
Mlatness of pitch, at the samo time with thin and

oor quality. The slightest unnecessary force of
%renth makes itself heard along with the vecal
klang, and causes mixture and impurity of tone.
“ Every tone,” says Madame Sciler, *“requires, for
its greatest possible perfection, only a certain
_quantity of breath, which cannot be diminished or
increased without injury.” As the breath has to
be reccived into the lungs by the same channel
through which it leaves them, 1t is obvious that the
regular action of breathing must be interrupted
when we speak or sing. Hence the necessity of
care and management. Elocutionists as well as
voice-trainers reccommend that the lungs should be
kept fairly full. Mrs. Blaine Huntsays : *“ Accustom
yourself to take breath wherever you can, although
you may not feel the necessity for it at the time.
This is important to beginners, as it teaches them
soon to take it without exertion, and less perceptibly
to the hearer.”” Of course the sensible singer can-
not tako breath in any place in which his doing so
would spoil the sense and continuity of the words,
or of the musical phrasecs. There is no need of
noisy effort to draw in the breath; the nose and
mouth being open, it is only nccessary to expand
the ribs and the lungs are filled. In the beginning
of his studies tho singer should take breath at the
end. and at some convenient place in the middle of
each line of poetry. Gradually the muscles which
hold the ribs distended sideways, as well as those
underneath the lungs, by which alone the breath
should be expelled, or rather expended, will gain
strength. A long sustained tone should not be
expected at first; and ke swell upon such tones,
properly delivered, is, as Garcia, Bassini, and
others shew, among tho last attainments of vocal
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power. Excrcise steadily pursued, and nothing
else can give to the muscles the requisite power of
control. Voice exercises should, for a long time,
be_sung, as_the old Italian masters required, only
softly. The effort to sing softly (or pians), with a
full but not overcrowded chest, compels attention
to the control of the muscles; it also the better
enables the pupil to erpefg:l;[ar himself what is
meant by purity and beautiful quality of tene.
Until this perception is formed nothing is done.
The pupil in a pepular evening class, must, in this
matter, rely chiefly on himself and his daily practice.
It is but little study of individual veices which a
class-teacher can give. Much, however, is dene in
classes by imitation and sympathy. Wa have
noticed that every teacher who himself understands
what “a good tone” is, will have it in his class;
and when onco the right habit is established there,
new comers naturally and easily fall into it.
Position.—The singer should («) stand with heels
together or in the soldiers posture of ¢“stand at
easo;” (b) with head erect. but net thrown back;
(¢) with shoulders held back, but not up; (4) with
lungs kept naturally filled—not with raised chest,
except on extraordinary occasions—but with the
ribs, never allowed to collapse, pressing against the
clothes at each side, and the lower muscles of the
abdomendrawn in; (¢) with the mouth freely open,
but not in the fish-mouth shape 0,—the lips being
ressed upon the teeth, and drawn somewhat away
om the opening, so as not to deaden the sound,—
the lower jaw falling,—the palate so raised as to
catch on its front-part the stream of air from the
lungs,—and the tongue flat, its tip just touching

; the lower tceth. These rules have to be carefully

studied by the singer, and, at first, they will make
him stiff and self-conscious; but soon, and with
care, the proper position will grow info a habit.
Everything will be most easy, and the motto of the
old masters will be realized—* Pleasant face makes
pleasant tone.” The teacher *calls his pupils into
position” by giving out as words of command—
“a,? e p we g’ e At each order, the pupils
take the position indicated by those letters as
above, and the teacher watches to make sure that
they do so properly. He makes a sign—a motion—
with the fingers of his left hand to those who do
not open the mouth sideways as much as he wishes,
and another sign to those wha do not keep their
teeth about two finger-breadths apart. He shakes
his head at those who do not make a ¢‘pleasant
face,” and so on. Garcia says: “ Open mouths of
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an oval shape, like thoso of fishes, produce tones of
a sorrowful and grumbling character; those of
which the lips project, in the form of a funnel, give
a hard barking voice; very wide mouths, which
exhibit tho teeth o0 much, render the tone rough;
those which havethe teeth too close, form shrivelled
tones.” These points must be attended to at the
commencement and in the course of every early
lesson. There is no other way in which the pupil
can be saved from slovenly habits and coarse flat
singing.

Ex. 1.—~T0 train the muscles at the sides of the
Tungs and under them.—To be repeated at the open-
ing of each lesson of the first step.

The pupils standing, if possible, in single file,
round the room (so that the teacher may approach
each one and quietly signify any defect of- position
while the exercise is going on), the teacher raises
his hand while the pupils take in breath slowly,
and without noise. The pupils %old*their breath
while the hand remains high, and let out the breath
again through the mouth, and graduclly as the
teacher lowers his hand. The teacher counts * one,”
“two,” ‘“three,” &c (at the rate of M. 60, or as
slowly as a common eight-day clock ticks), while he
lowers his hand. The pupils say, by holding up
hands, who held.out as far as *three,” “four,”
“gix,”” &c. The teacher is well satisfied with ¢ four”
at first, and does not require even that from weak
lungs.

Ex. 2.—T0 train the larynz for the production of
pure vocal klang. To be repeated at the opening of
each lesson in the first step.

The teacher sings on the syllable a¢ (as in gain,
%fl, &c.) a middle tone of the voice, say G or A.

e pupils imitate that tone, commencing immedi-
ately the teacher opens hishand, and cutting it off
sharply the instant the teacher closes his hand.
This done, he gives the vowel «i again, but immedi-
ately changes 1t into the more open and pleasant
aa; changing, however, as little as possible the
at position of the tongue, so as to secure the ¢ for-
ward ”’ Ttalian @a. The pupils imitate, attention
being given exclusively to the position and to
purity of the voice. This is done with various tones
—say with D, with F, and with A.

First Exercises v TuNE.

Pitch.—By ¢ pitch,” we mean the Aighness or
lowness of sounds; the difference between the
sounds produced towards the right hand on the
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piano and those towards the left, or between a
squéak and a growl. 'We are not anxious, at present.
to teach the absolute pitch of sounds. Our first and
chief work is to teach the relation of sounds in a
tune to what is called the key-sound of that tune.
Key Tone.—Everything in a tune depends or
a certain ‘“‘given” sound called its governing,
or key-tone, from which all the other tones
measure their places. At present the teacher will
pitch the key-tone for the pupil. The modulator
represents this key-tone with its six related tones,
in the way in which they are commonly used. The
pupil will learn to sing .them by first learning te
perceive their effects on the mind, and noz by
noticing their relative distances from each other. .

Pattern—The teacher never sings witz his
pupils, but sings them a brief and soft “ pattern.”
The first art of the pupil is to Zster well to the
pattern, and then to imitate it exactly. He that
listens best, sings best. When it is the pupil’s
turn to sing let him strike the tones firmly, and
hold them as long as the teacher pleases. As soon
as the modulator is used, the teacher points on it
while he sets the pattern, and also while the pupil
imitates.

Ex. 3.—The Teacher asks his pupils for a rather
low sound of their voice. He gets them to sing if
clearly, and well drawn out, to the open syllable
aa. Hetakes it for the key tone of a tune. He sings
it, and immediately adds to it what is known as
the fifth above. The pupils try to imitate the
“ pattern,” singing (stilfto aa) the key tone and
its nearest related tone. 'When, by patient pattern
and imitation, this is done,—

Ex. 4. The Teacher gives a different low sound
of the voice for the key tone, and asks the pupils to
give him that other related tone again. Thishe
does several times, always changing the key tone.

Names and Signs.—Immediately that a thing is
understood it is important to have a mame for it,
and sometimes a sigrn also. Any name or sign
which is agreed upon between Teacher and pupil,
will answer the purpose. But it is convenient to
use the same names which others use. On our
modulator and in our notation we call the key tone
just given Dok, and the other nearly related sound
Sokh. For voice Exercises, in which the Teacher
has to look at pupils while he gives them signals to
guide their singing, it will be useful to employ the
closed hand as a sign for Dok, and the open hand,
pointing outwards, with the thumb upwards, for Sok,

* By means of the ribs, not the throat,



4 FIRST STEP,

Ex. 5. The Teacher gives Dok and Sok (to the
open ag) and, immediately after, another sound,
different from Sok, which he knows as the third
of the scale. The pupils imitate his pattern. The
Tonic Solfa name for this sound is Me, and the sign
is the open hand with the palm downwards,

Ex. 8. TheTecacher,by theabove named manual
signs, causes the (fupils to sing (whilo he watches
their position and the opening of their mouths,)
to the open sound aa such phrases as the following,
Dok, Soh, Me, Soh, Doh.—Doh, Me, Soh.~—Soh, Me,
Dok, Me, &c., &c. The Teacher changes his key
tone with nearly every new Exercise, lest the pupils
should be tempted to try and sing by absolute pitch,
instead of directing their attention to the relation
of sounds.

Mental Effect.—Tho effect felt by tho mind as it
listens to these three tones, arises first from their
difference in piteh, one being higher or lower than
the other, and sccondly and chiefly from their
agreeing well with each other,—so that it is pleasant
to hear them one immediately after the other, and
pleasant to hear them sounded together. Tho
science of sound shows how closely and beautifully
these three tones are related to each other, in the

Ex. 7. xexsD & F.
SOH s

DOE d d

/}

Ex.10. xeys D& F.
SOH s

DOH d d
St, Co. (New.)

Ex.8. kexsD&F.

Ex.11. xexsD & F.

S /"/S\"/\

number of their vibrations. Their agrecment may
be shewn by sounding together 1st Dok and Soh,
2nd Dok and Me, 3rd Me and Sok, and 4th Dok Me
Sok. 'When three toncs are thus related, and
sounded together, they are ealled a Chord. The
pupils will be led to notico the different effect on
their sminds of the threo tones of this Chord. As
they form the Chord of the key tone, they are the
bold, strong, pillar tones of the scale, on which the
others lean, but they differ in the mianner of their
boldness, one being brighter, another stronger and
moro restful, another more pecaceful, &e. The
Teacher, having brought his pupils to a elear con-
ception of these tonecs, apart from syllabic asso-
ciation, now attaches to each of them its singing
syllable,—teaching by pattern, and pointing on
the modulator the six following exercises. For the
sake of solitary students, who cannot be thus
taught, theso exereises are printed, in the form of
diagrams, with skeleton modulators at the side.
The first letters of tho syllables on the modulator
are used to indicate the notes, and so point to the
modulator in the mind’s eye. A narrower typo
and somewhat altered form is given to the letter m
(m), for convenience in printing.

Ex. 8. xevs D &F.

/NN

AVAS
/

d d
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FIRST STEP )

Octaves or Replicates,—It is in tho naturoc of
music, that tones, which vibrate twice as fast or
twice as slow as some other tone, should sound so
liko that other tone, and blend so perfectly with it,
that they are treated as the same tone and reccive
the same name. They aro the same in Relative
position and mental effect,—the difference of pitch
being the only difference between them. Thus
every sound has its “replicate” or repetition above
and below. The two sounds are called octaves one
to another, because if you count the tones of a scale
from any sound to its replicate (including the tones
at both ends) you count eigk? or an octave of sounds.
‘We put a figure one upward thus—(!), as a mark
for the upper octave, and downward thus—(), as a
mark for the lower octave. If we wish to indicate
higher or lower octaves still, we use the figure
(3). The sign for a higher octave would be given by

Ex. 15. x=ex C.
d d—qa
SOH /s/ \\s\
ME /n
DOH d
8

First Exercises v Notariox.

In the following Exercises, “ Key G,” “ Key C,”
“ Koy A,” tell the Teacher where to pitch his Dok.
The letters point on the modulator in the mind’s eye.
The Teacher pitches the key tone. The pupils
“sound the chord,” singing (when they have a
middle sound of the voiece for Dok,) Dok, Sok,, Me,
Dok, and when they have a low sound, Dok, Me,
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Ex.16. xexC.

\/ /‘\

raising the hand which gives the sign, and fora
lower octave by lowering it.

Ex. 13. The Teacher gives a Jow sound of the
voice for Dok, and patterns to the open syllable aa,
d,m,s,d'. The pupils imitate. Again, by manual
signs, the Teacher requires the pupils to sing which
ever of these notes ho pleases, while he watches the
position and the opening of the mouth,—in each
exercise varying the key.

Ex. 14. The Teacher gives a middle sound of
the voice for Dok, and then patterns to the open aq,
d,m,s,s,d. The pupils imitate. Again, watch-
ing his pupils, he requires them, by manual signs,
to make any of these tones he pleases, in each exer-
cise varying the key.

The Teacher sets for each of the following Exer-
cises a Solfa pattern on the modulator.

Ex. 17. xex G.

i
v \\f

Soh. As there is no indication of time, the tones
may be made as long or as short as the Teacher
likes. A gentle tap on the desk will tell the pupils
when to begin each tone. During this Exercise it
may be well to let the large modulator hang before
the pupils, that they may glance at it when their
mental modulator fails them.
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Ex. 1C. xey G.
s, d m s m 8 m d

Ex. 19. xEey C.
s d s m s m s d

Ex. 20. xev A.
d s d m 8 m.'d

First Exercises 1v Time.

Time and Rhythm. The word timo is commonly
used in three different senses. Sometimes it means
the deyree of speed at which the music is sung, as
when we speak of quick time, slow time, ete. This
we call “The Rate of Movement.” Sometimes it
means the arrangement of accents in a tune, as
when we say ¢ common time,” * triplo time,” ete.
This we call “ Tho Measure.” Sometimes it means
the varied lengths of a sct of notes standing to-
gether, as when we speak of “keoping the time "
in a certain phrase. Theso time-arrangements of
brief musical phrases we call “ Rhythms.” The
word Rhythm 1s also used in a gencral senso to ex-
press tho larger relations of timo and aceent, such
as tho number and kind of measures in a tune, and
the proportion which is given to each ¢ section” of
the tune. ' 3

Accent or Stress. The Teacher, by singing on
ene tone such an exerciso as the following,

d
rise.

xEY G.

d :d |d :d :d |d :d

aw - ful | dawn-ing e -| wake, a-
leads his pupils te distinguish the difference be-
tween a weak and a strong accent both in words
and music. The Teacher will be careful not to let
his pupils exaggerate the strong accent, so as to
make a jerked tone instead of simply an accented
tone. Accent is produced by the combined use of
distinctness (or abruptness) and force—in their vari-
ous degreos, and it differs in quality as one or the
other clement predominates. An upright bar (|)
shews that the note which follows it is to be sung
witi: the stronger accent. Two dots, thus, (:) shew
that the note which follows them is to be sung with
tho weak accent. ¥

Pulses.—It will be noticed that in music the
voice is naturally delivered in successive beats or
impulses, somo having the strong and seme the
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Fx. 18—24.

-~

Ex. 21. xey C.
s m s d d m s d
Ex. 22. xex A.

m d m s "siglay
Ex. 23. xex C. ‘
s m d m s

d m

_weak accent. These wo call Pulses. The Teacher
illustrates this. * Tho pulscs meve faster in some
cases and slower in others, but the pulses of the
samo tuno are equal in length one to the other.
The Teacher illustrates this. The beginning of a
pulso of time is indicated by an accent mark as
above, and its end is shown by the next accent mark.
In Tonic Solfa printing we place the accent marks
in each line of the music, at equal distances, so as
to measure time pictorially.

Measure.—In music the accents recur in regu-
lar order,—that is, if they begin thus,—stnrona.
weak, they go on in the same way,—if thoy bogin
STRONG, weak, weak, they continue to recur in that
order and so on. Tho Teacher illustrates this by
singing tunes to his pupils, and requiring them to
tell him which order of aceents he uses. The time
which extends from one strong accent to the next is
callod a measure. It is the primary form of a
measure. If tho tunc begins on a weak accent the
measure is rockoned from that, and extends till the
same accent recurs again, This is the secondary
form of a measure. :

Two-pulse measure.—When the accents of a tune
recur in the following regular order, sTroNG, weak,
STRONG, weak, and so on, or weak, STRONG, weak,
sTRONG, and 50 on, that tune is said to be in fwe
pulse measure. The primary form of two pulse

measure would be represented thus 3 l : ‘

.l

Time Names.—We call a single pulse (whatever
be the rate of movement) TAA.

and the secondary form thus

Ex. 24. The Teacher causes his pupils to sing
a number of primary two-pulse measures on one
tone to the time-names, while he beats the time
steadily. He does this till all have ““ got into the
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. swing’”’ of the rhythm (TAA, TAA, TAA, TAA, &e.),
go that all the voices strike the beginning of each

pulse perfectly together. Alternate measures are

¢$hen sung by teacher and pupils, mam_tmﬁng: the
same rate. They do this again with an entirely

erent rate of movement, only taking care to
keep up the rate of movement when once begun.
In this exercise let the pupils be careful to sing
each pulse fully to the end. The second vowel At
is often added to make him do so.*

Ex. 25. The teacher in the same manner makes
his pupils practise secondary two-pulse measures
TAA, TAA, TAA, TAA, &o.

Ex. 26. Sing Exs. 20, 22, and 23, beginning
with the strong accent, and again beginning with
the weak. ]

Ex. 27. Sing Exs. 18, 19, and 21, beginning
with the weak accent, and again beginning with

" the strong. ! :

Three-pulse Measure,—When the accents of a

tune recur at regular intervals thus, sTrRoNG, weak,

weak, STRONG, weak, weak, and so on '(that is-

like the accents in the words ‘ heavenly,” “happi-
ness,” and 80 on& or weak, STRONG, weck, weak,
STRONG, weak, and £0 on, (that is like the accents
in the words *amazing,” “abundant,” and so
on) the tune is said to be in three pulse measure.
The primary form of three pulse measure is this
I| : : | and the secondary this : | : ||

n the three pulse measure, wken sung slowly, the
second actcent i8 not weak, but often nearly as strong
as the first. For convenience, however, we always
write this measure as above.

Ex. 28. The Teacher will make his pupils
sing TAA, TAA, TAA (primary three-pulse measure)
on a single tone, while he beats time, first at one
rate of movement and then at another rate, always
sustaining, in each exercise, the rate at which he
commences it. i ¥

Ex. 29. The'teacher will do the same with TAA,
TAA, TAA (secondary three-pulse measure).

Ex. 80. Sing exercises 20 and 22 in the pri-
mary three-pulse measure, making two measures,
and the first pulse of the next, to each exercise.

Ex. 31. Sing exercises 18 and 19 in secondary
three-pulse measure, making for each exercise, two
measures and two pulses of a third measure.

Continued Tones.—When a tone is continued
from one pulse into the next, we mark the continu-
ation by a horizontal line, thus (—). The time-name
for continuations is always obtained by dropping the
consonant, thus, Taa, -Aa, &c. Pupils are apt to
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fail in giving their full length to prolonged tones.

Half-pulses.—When a pulse (Taa) is equally
divided into two parts, we give it the name TAATAL
The sign for an equally divided pulse is a dot in the
middle, thus ([, ;), and thus ([d .m :).

Beating Time.—Pupils should never be allowed
to ‘“beat’’ time till they have gained a sense of
time,

Speaking in Time,—The value of the Time-
names depends on their being habitually used in
time—each syllable having its true proportion.

Taatai-ing.—Wepropose to use thisas a short word
for the phrase *‘singing on onetone tothe timenames,”’
Jjust as we use ¢ Solfaa-ing’* to save the circumlo-
cution “singing with the use of the Solfa'syllables.”
In the early steps of any art it is better to learn
each element seyarately. As the pupil has first
learnt tune separately from time on t%ie Modulator,
80 NOW, With &e'hélp of the Time Chart, he studies
time se aréx"f_{a}%}'gom tune.  The rule of good teach-
ing that, at the first introduction of any distinet
topic, that topic should occupy much more than itg
ordinary proportion of each lesson, will strongly
apply in this case; for we have to establish in the

memory an association of syllable and raythm, just as,
in teaching tune, we have already begun to establish a
mnemonic association of syllable and interval through
mental effect. ~1st. The teacher patterns and points on
the Time Chart (just as he patterns and points on
the Modulator) and the pupils imitate (taatai-ing on
one tone) the first Zalf of one of the time exercises.
The Teacher’s pointer will sufficiently well beat
time as it strikes on the Chart. 2nd. Teacher and
pupils Taatai the time-phrase alternately, the teacher
singing softly, with clear accent and very exactand
well filled time, but only pointing or tapping on the
Time Chart when the pupils take their turn. Thisis
done till the pupils “ get into theswing,” striking the
accent well together and giving each tone its full
length. 3rd. The second half of the exerciseis taught
inthe same way by patternand alternating repetition.
4th. The two parts are put together and patterned
and alternated as above, but ata quicker rate, with-
out pointing,—the teacher beating time ¢nly when
it is the pupils turn to sing. 5th. The pupils Taa-
tai from the book as directed in Ex. 32. The other
processes of Time-laaing, of Tuning the time-
forms and of Taatai-ing in tune, are introduced a
little later, when the time-names are familiar.
Each process is only continued till the exercise is

* Later on (p. 18) the a1 may be omitted.



8 FIRST STEP.

perfect. These many processes, each increasing in
difficulty, give variety to the work of the learner

Ex. 32.
5 | 1 ik
TAA TAA

TAA -AA
Ex. 33. Slowly—and quickly.
1 - 1 :1
TAA TAA TAA TAA
Ex. 34. Slowly—and quickly.
:1 t— —
TAA TAA -AA -AA

Ex. 85. Slowly—and quickly.

1 :1 :1 -
TAA TAA TAA TAA -AA
Ex. 86. Slowly—and quickly.
3 | : 5 1
TAA TAA TAA TAA TAA

Time Laa-ing.—The Teacher when all the above
exercises have been properly learnt, with time names,
will cause them to be sung again in the same way,
but to the open syllable Lae. The time syllables
are, liko the Solfa syllables, valuable ag mncmonics,
and must be much used, especially in the earl
steps. But they must not be too exclusively used,
lest our pupils should be able to sing correct time
to nothing else.

Ex. 837. Laa Exs. 32 to 36.

TuxE.

Tune Laa-ing.—As soon as the memory-helping
Solfa syllables have been rendered familiar, every
tune should be Laad from the book. Some teachers
make a habit of Laa-ing from the modulator, directly
after tho Solfa pattern has becn Tearnt.  Onestudy
should be always before the teacher’s mind while
his pupils are Lag-ing,—that of the blending and
tuning of the voices. As all aro using tho same
syllable Laa (not law or Ioazﬂ: is moro casy to
notico whether i unison (that is when all sing the
same tones) the tones dlend asinto one voice,—and
whether, in Aarmony (that is when several melodies
aro sung together) the tones tune well with each
other.

Two-part Singing.—1It is at first very difficult for
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and keep his attention fixed on an otherwise unin-
teresting but most important subject.

First slowly—repeated so at least three times—and then quickly, and repeated so six times.

11 "
TAA

TAA =AA TAA
1 L |— == I
TAA ~AA =AA =AA l
:1 1 :1 1 “
TAA TAA TAA TAA
:1 1 :1 :1 "
TAA TAA TAA TAA
— — 1 4 | l
~AA =AA TAA TAA

pupils to sing independently one of another. The
gimplest form of two-part singing is that in which
onc set of voices repeatedly strikes the same tono
_(f_‘tglls the bell”’), while the other set sings the tune,
as in excrcises 38 to 41. These exercises should
first bo tatht by pattern from the modulator, and
then sung from the books, the Teacher beating the
pulses by gentle taps on the desk. If the long
tones are not held tho proper length, they must be
sung to the time names.
Brackets are used both at the beginning and
{ ending of lines to shew what parts of the music
may be sung together.
Double Bars (Jl) are used to shew tho end of a
tunc, or the end of what is ealled 2 musical “section,”
cnerally eorresponding to a line of poetry. Whero
the double bar occurs, tho regular accent mark,
whether strong or weak, is omitted. But it must
nevertheless be understood and observed.
Exchanging Parts.—The exercises of this and
the sccond step do not go too high for low voiees,
or too low forII)xigh voices. All kinds of voices can
sing both the upper and the lower parts. At these
two steps, therefore, as soon as an exercise is sung,
and without a moments pause, it should be sung
over again,—those who have sung the higher part
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taking the lower, and those who have sung the
lower taking the higher. It is obvious that these
early exercises are best fitted for those classes in
which tho voices are all of the same sort, that is,
all men’s voices, or else all women’s and children’s
voices. If, however, the class is a mixed one, the
exercises can well be used, although they will not
be so pleasant. It is better in this case to let the
voices be mixed forboth of the parts; for variety,how-
ever, the teacher may occasionally give the higher
part to the ladies, and the lower to the gentlemen.

Breathing Places.—It will be soon felt that

Ex. 38. xey D. f +
Sd L R SURE T S
R ad 1d -d ld :4d |a :d

Ex. 39. xex D. +

AR ds o cm |s s ‘d’ &
%d t—fd :—1fd :—1Id =—

Ex.40. xex F. + G

dad :—is :—nm 11— gd :—
%d :d ld :d s Ldes .d

Ex. 41. xey D. + e
gd m ;8 :n |s m d —
{la :a [a :d la :d {d :—

Ex. 42. xey D. Quickly. +
gd e (T i S SR s G [ LS
tla :(—I— :—ln :—1— :—

Ex. 43. xxy B. 7 i
gd t— s :— m i—(d -
(N| L (T R S| .S m J=

Ex. 44. xry F. Quickly.
gd n s :nm Id n St S
(Id t— ') 1—d 11— 'm -
(s m |d tm s m |d 'm
(n t—ld :—'m 11— 1d :—

St. Co. (New.).

9

music naturally divides itself into short portions or
phrascs.  Just before the opening of a phrase is,
musically considered, always the best breathing
place. The pupil will soon learn to select breath-
%g_ places for himself; but at the present step we

ave marked the most convenient breathing places
Eimeans of a dagger thus . The endings of lines,

owevcr, are not marked, as breath sHéﬁIdeing}?Be
_taken there. The pupil who sings on fill his ribs
collapse and his lungs are empty, and then takes
breath, produces a flat tone, and feels uncomfortable.

1.
t— s 11— Im :—|d :—
dl
sdi Nab Pad b o d £ ldeg d )
-f.
FA s s M= )
Pt — |d o R SOH
1.
dStsi— | d e
TS Tl ] d 'd i — ME
4'.
; m s Is m jd :— .
:d td 'd :d {d :— "pom
s (8 :m (m :d (d :— 3
S—tl— v lid ¢ =SS :
-t.
t—qd 1— s 1—d :— | ®
tsp Iy ood Iy ois 1, 1 —
e =< ’s kSRR 5 s :—2
AR s — L Hge = =
s n Id H Id od Id :—U
§f i=— t= 1= ld = 1= 1w
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Ex. 49. xey D. Quickly,—and slowly.
% d m ts d == -
d t— d n g = = n
g m X ! [ HE s
mn :— :n n e n

Ex. 50. kEy G.

Slowly,—and quickly. +
; 8 ’d el Al i P Sy 11
{: R ] M ==

n

HE T d — d

1.
% od s, od 'm s, d 3
s R s e 1 3 mo s  d
Ex. 61. xey C. Slowly,—and quickly.
Id tm |s :s8 tdam:s.d]s —
%d td Im m |dd:im.ssim -
Ex. 52. xeY G. Slwly,—and quickly.

%:s. d :m.djs +:d |m :d |s

H- TR I T m..n,lm.n,: mols, :d s
Ex.58. xey D. Slwly—and quickly.
dm:m Jdm:m ts :s m :—+
d :d |d :d jdm:m |d -

MopurAaTOR VOLUNTARIES.

At every lesson, the pupils will be exercised in
following the Teacher’s pointing on the modulator,
without a pattern. The difficulty of this is, that the
pointer cannot shew accent,—but, in cases of diffi-
culty, by means of the time names the teacher can
explain any rhythm he wants. The pupils will learn
to follow promptly, and to form the habit of holding
the tones as long as the pointer stays on a note.

8t. Co. (New)

dl
'S g i ;
M :s d 11— == "SOH
g R ety -, ’
ME
s :— g nooi— E
n t— nm d —
DOH
gl r=— g |d W= ” :
n :— s m = .
t -
m :s |d :d' |d.s:d.sim —
d e n n |n.m:n.mjd :—
.t.
m |d isidim id s g |d
t8 (m mesldd:d Im :s |m
m.s:s m.s5s Hd s d -
n M |m :n |Mn.s:s n o :—

The movements of the pointer are most visible
when it passes from note to note with a curve side-
ways. The Teacher can invent his voluntaries or
take them from other Courses. But they should
never include greater difficulties than belong to the
step which the class has reached. See the “ Hints
for Voluntaries.” These Exercises will prepare for
the next.
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Ear EXERCISES.

The Teacher will now give his pupils short musi-
cal phrases, sung to figures, amf ask them to tell’
him to which figure or figures d fell >—to which
m ?—to which 8?—to which d'P—to which s,?
He will also give them a key tone and chord,
singing immodiately to the sharply opening syllable
skaa, cither d, m, s, dl, or 8;, and requiring tho
pupils to tell him wkat tono he has sung. The
answers to theso exercises should not come from a
few only of the class, but the Teacher will contrive
(by subdividing the class or otherwise), that alZ
shall feel the responsibility of thinking and preparing
an answer, and all will be interested. Sec ¢“Hints
for Ear Exerciscs,” It is a great advantago when
tho answers to these car cxercises can bo written
By the pupil, and afterwards examined and regis-
tered by the teacher or his assistants.

PoixtiNG FroM Memonry.

At the close of each lesson the pupils should take
a prido in shewing their teacher how many of the
previous oxcrcises they can point and Sol-fa from
memory. Theso Exercises should be registered in
favour of cach pupil. DMusical memory should be
cultivated from tho first, because it will greatly
facilitate the progress of the pupil in futuro steps,
and will be of constant service to him in after lifo.

WrIiTING EXERCISES.

Notation is best taught by writing, and the thing
soted is more quickly and easily practised when the
notation is clear and familiar to the mind. Hence
tho value of writing exercises. For tho first step
the teacher should bid his pupils draw on slate or
paper four (or eight or sixteen) two pulse measures,
in'the primary (or secondary) form. Tho teacher
may do the same on a black board to skew his pupils
what is meant. When the measures aro properly
drawn out, the teacher will dictate the notes to be
written in each pulse, or he will write them on the
blackboard for his pupils to copy. Theso notes he
may invent for himself, or copy from other courses,
but they must always belong to the same “step.”

DicTaTION.

Dictation has always been difficult as soon as
the time becamo at all complicated, but the time
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names give us a means cf dictating, by very brief
orders, one pulse at a time, “ Rhythm,” “ Accent,”
and “ Tune,” at once. Thus, if we were dictating
Bx. 52, we should first say to our pupils ¢“secondary
two-pulse measure.”” ¢ Prepare for 8 measures.”
‘“rAA lower 8, ¢‘Taa d,”” ‘““TaaTATM d,”’ &e., OF
in Ex. 53 ¢‘ taatar d m,”’ ‘“Taa m,” &c.

Tho Tonic Sol-fa music paper will be found very
useful for dictation. By this means a whole class
may bo permanently supplicd with copies of a tune,
whilo in the process of writing they make a
thorough acquaintance with the tune, and are thus
prepared to sing it. Tho Sol-fa music paper is 50
ruled that the copyist can keep his pulses of equal
lengths throughout the tune. Ile can allow one
compartment to a pulse, or two. In either case he
will not find it necessary to mark with the pen or
pencil moro than the strong accents.

Wraitine ¥rom MEMORY.

Pupils should also be well practised in writing
tunes from memory. Even where it is difficult for
a wholo class to point on thcir modulators from
memory at the same moment, so as to bo scen by
the teacher, it is not difficult to engago a whole
class at the same moment, in writing with closed
books from memory, the tunes they havo learnt. If
every pupil has his number, and writes that number
on the right hand upper corner of the excreise, in-
stead of his name, assistants can be employed to
corrcct the exercises, and to register a mark for
every pulse properly written.

SUPPLEMENTARY I XERCISES.

The Teacher naturally desires to see that all the
members of his class (except the careless and inat-
tentive who have no claim upon him) have mastered
the topics of each step before that stop is left. Some
classes require longer practice on one topic, and
somo on others. For this purpose as well as with
the view of gathering all cyes to one point in his
clementary explanations, ho is rccommended to
make good use of theblack board, andthe *“Standard
Charts,” pp. 1 to & (Tonic Sol-fa Agency). The
«Wall Sheets,” No. 1 (for time exercises), and
Nos. 7 and 8 (for tune) may also be used as supple-
mentary to the exercises of this step.
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QUESTIONS FOR WRITTEN OR ORAL EXAMINATION.

1 To what three practices must the
pupil give daily attention in order to
produce a pure and pleasant tone ?

2 What two habits improve the
purity of tone?

3 What two habits improve the
quality of tone? .

4 ich are the forward vowels in
the English language ?

5 What threc things are promoted
by a propermanagement of the breath ?

6 What mismanagement of the
breathing causes flatness of pitch?

7 What effect on a tone arises from
the use of too much breath?

8 Where should a beginner regularly
take breath?

9 Where should we not take breath ?

10 By the action of which set of
muscles should the breath be expended ?

11 'What are the two reasons for sing-
ing the early voice exercises softly ?

12 Describe the best position for the
body in singing—for the head—for the
shoulders—for the chest—for themouth
—the lips—the lower jaw—the palate—
the tongue.

13 Describe the bad effects of any
wrong positions of mouth or body.

14 What do we mean by the * pitch
of sounds?

15 What is your idea of a key tone?

16 'Why is it important to listen well
to the pattern?

17 What is the name for the key tone
of a tune, and what is its manual sign ?

18 'What are the names and signs (1)
for the tone which is commonly known

as the fifth above the key tone, and (2
for that which is known as the thir

above it?

19 From what two causes arise the
different effects of the related tones
Dok, Me, and Soh on the mind ?

57 Hold a steady tone, without taking
breath, for five seconds.

58 Sing any two of the exercises 38 to
44, and 48 to 53, chosen by the teacher,
to the open syllable Laa, correctly and
without breathiness of tone,

59 Sing to the open syllable Laa, the
Sok to any Dok the teacher gives you.

60 Sing in the same manner the lower

Sok,.
lel Sing in the same manner theupper
on'.

62 Singin the same manner the M.
63 Sing in the same manner thelower

8. O (o).

DOCTRINE.

20 Whatis the name given to a set
of three tones thus related ?

21 What is an octave or replicate,
and its sign ?

22 We can tell pupils what tones of
the scale to sing, either by pointingon
the modulator, or by giving them
manual signs. What other way have
we of doing so?

23 What do “Key G, “XKey C,”
““Key A" mean at the beginning of
atune?

24 What are the three common uses
of the word “Time,” and what distinct
name do we give to each of the three
things ?

25 How is ¢ Accent” produced?

26 What is the sign for a strong ac-
cent, and what for a weak ?

27 What is the name we give to the
time which extends between oneaccent
(of either sort) and the next?

28 What is the time name for a one-
pulse tone?

29 In what cases may pulses be dif-
ferent in length one from the other ?

30 In what circumstances are pulses
the same in length ome with the
other 1

31 What is the order of accents in
the primary form of two-pulse mea-
sure! What in its secondary form ?

32 What is the order of accents in
the primary form of three-pulse mea-
sure?! What in its secondary form ?

33 Give the time names which re-
present a primary two-pulse measure,
and a secondary three-pulse measure ?

84 How do you mark a two-pulse
tone, and how do you name it ?

35 How do you mark and name a
three-pulse tone?

386 Why is it important, in elemen-
tary teaching, to use distinct names
for continuations ?

PRACTICE.

64 Taatai the upper ‘part’’ in one
of the Exs. 51, 52, or 53, chosen by the
teacher.

65 Taataiin tune one of the Exs.
51, 52, or 53, but not the same asin the
lastrequirement, chosen by theteacher.

66 Point on the modulator from
memory any one of the Exs. 46 to 51,
chosen by the teacher.

67 Write down from memory an-
other of these exercises. 4

68 From any phrase (belonging to
this stage) sung to figures, tell your
teacher, or write down, which figure
was sung to Me.

87 What educational principle dis-
tinguishes the early steps of any art?

33 How long should the pupils re-
peat the first time exercises ?

39 'What is the difficult thing which
the teacher has to maintain in the time
exercises !

40 Why are the pupils at first not te
beat time?

41 How is it that the Sol-fa syllables
come to be mnemonics (or memory-
helps) of tune, and the time syllables
mnemonies of time ?

42 What is the use of Laa-ing?

43 Whatisthe meaningof a bracket?
b44 ; ‘What is the meaning of a double

ar o

45 What are the best breathing-
places when music only is considered ?

46 What is the sign for a pulse
equally divided into two-parts? What
is its time name?

47 What doyou mean by taatai-ing !

43 What is meant by taatai-ing in
tune?

49 How does the practice of taatai-
ing help the mind to individualize—
to form a distinet conception of—a
rhythm ?

50 Inthe
untaries, wi
pupil form ?

51 What difficulties must not be in-
cluded in voluntaries ?

52 Describe the two forms in which
ear exercises can be presented ?

53 Why should musical memory be
cultivated ?

54 What is the best way of teaching
notation ?

55 What advantage does the singer
get from the practice of writing musie ?

56 How would you dictate the air of
the first four measures of Ex. 53 ?

ractice of modulator vol-
at two habits must the

69 Ditto Soh.
70 Ditto Dok.
71 Ditto Dok'.
72 Ditto Soh,.

73 Having heard the chord, tell, or
writedown. which toneof the scale was
sung to Skaa. Do this with two dif-
ferent tones belonging to this step.

74 Follow to the teacher’s pointing
on the modalator in a new voluntary,
containing Dok, Me, Sok, Dok', and Sohk,.
TAA, TAA~AA, and TAATAIL

75 Write from dictation, and after- °
wards sing a similar exercise,
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SECOND STEP.

To train the voice in purity, beauty, and good accord. To distinguish the mental effects of d, m, s, t and r.

To produce them.

To distinguish and produce the medium accent and the four-pulse and siz-pulse measures,—

also the whole-pulse silence, the half-pulse sounds in three pulse measure, and the fourths of a pulse in their

simplest form. To observe the reasons for breathing vlaces.

cords, and passing tones.

Voice TraiNiNe.

The teacher calls his pupils into position just as
he did at the beginning of every lesson in the first
step. Every lesson of the present step should open
with the following three exercises. It is exceed-
ingly important that the pupils should cultivate for
themselves a good position in singing. It will then
become an easy habit.

Ex. 54. Cuest Exgrcise, to strengthen the
muscles under the lungs and on its sides, and give
them control over the slow emission of breath.
The same as Ex. 1, except that the breath should
be breathed out more slowly, and that a sound may
accompany it. Seme will now be able to continuo
the tone while the teacher slowly counts ten, say
for ten scconds. The weak-chested must net be
discouraged. This exercise daily practised will be
life and health to them.

Ex. 55. Vocar Kraxe Exercise.—The same
as Ex. 2, except that instead of using only one
tone the pupils will sing the Tonic chord. They
will sing, in obedience to the teacher’s manual signs
dmsd dsmd The manual signs enable the
teacher to watch the posture of his pupils, and the
pupils to wateh the commands and intimations of
the teacher. This exercise will be sung slowly (say
at M. 60) and also softly, for the sake of studying
beauty in the quality of tone. When in any exer-
cise, the teacher feels that he has secured that good
quality, he occasionally ventures on a middle forco
of voice, but always strives to maintain the same
good quality. In mixed classes of men and women
this exercise will, of course, be sung in octaves, as
the voices of men and women are naturally an
octavo apart. The importance of this simple exer-
cise, and the difficulty of obtaining a perfect and

ure unison of voices in it are strongly enforced by
g‘ctis (see “ Choir and Chorus Singing,” page 9).

The exercise is 1st, sol-faad once, 2nd, sung once
to the forward syllable la:, 3rd, sung tArec times to
tho forward and pleasant Italian syllable lea, and
4th, sung once to the best English syllable for the
sharp accented delivery of tones—%oo, striking four
sharp koos to each tone. The first steg of this pro-
cess puts the ear in tune: the second places the

8t. Co. (New.)

To commence the study of chords, intervals, dis-

tongne properly, and so prepares the mouth for the
real Italian aa: the thirg gives the best form of
mouth for the produetion of a beautiful sound : and
the fourth strengthens the voice by vigorous (not
Jorced) action, and favours that downward motion
of the larynx on the delivery of short and accented
(though not loud) tones which has to be formed
into a habit for after use. The exercise, having
been thus siz times sung in Key C, the same pro-
cess will be repeated in Key D.

Tuning Exercises can now be added for the pur-
pose of teaching voices singing different parts to
study one another, and to chord well together. To
some extent this is done in every exercise, but it
requires also separate 'study. The teacher divides
his women's and children's voices into three “parts,”
(1st, 2nd, and 3rd) and canses them first to sol-faa
and then to laf and laa, the following exercise.
‘When this is done to the teacher's satisfaction he
utters the word “change’ and those who have
sung the first part tako the second, the second the
third, and the third thefirst. At the word“change"’
againthesame processisrepeated. The teacher then
divides his men's voices in a similar manner and
carries them through the same six-fold exercise.
The teacher, in this exercise, watches his pupils—
Jfirst, to ensure the holding of their books easily,
not cramping the chest, as high as possible (so as
just to see their conductor over the top) and with-
out bending the head,—second, to secure a uniformly
clear, soft tone, making a signal to anyone whose
voice is 8o prominent as to stan’l out from the rest,
—and thkird, to maintain the perfect tuning into each
other of all the parts of the chord. The distinct
entry of each “ part” is meant to assist the percep-
tion of “just’” or exactly true intonation. See
Fetis, page 9. It is not every class that has the
thoughtfulness and eourage to take this exercise at
the beginning of the second step, but it should be
attempted. The division of voices is a severe test
of independence, and therefore useful. Some sing-
ers will never be independent till you compe! them
to try. For some time the accord of the voices will
be very ro‘;xﬁlh and imperfect, but soft singing and
listening will amend the fault.
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Ex. 56. xzys F and G. \ [Silent pulse, see p. 18.] i e
Ist. ; : b et O sl R S R R e
2nd Z QTR TS IR T R : m :— |d s\ |m :—
srdljd :— |— :— |d :d |d :— : ‘ d :,)s| d -
& / D&
TuxNEe. description. But others, who are not satisfied with
Mental Effects.—Itis of small importance what | words, may also perccive and feel. The teacher

names the pupil gives to the mental effect of the
different tones, but it is all-important that he him-
self (not his teacher, nor his class-mates) should
give those names, or if he cannot find a nane, that
he should at least form for himself a distinet idea
of each mental effect. Let him listen carefully,
therefore, while his teacher sings to the class such
“exercises for ascertaining the mental effect” as
those below. () The teacher first sings the exer-
cise to consecutive figures, telling his pupils that
he is about to introduce a new tone (that is, one
a0t d m or s) and asking them to tell him on which
figure it falls. () When they have distinguished
the new tone, he sings the exercise again—laa-ing
it—and asks them to tell him how that tone ¢ makes
them feel.” Those who can describe the feeling
hold up their hands, and the teacher asks one for the

Ex. 57. xey B?. Effect of Bay, high in pitch.

|d :s, Im :d |r :— |d :— |l
Ex. 58. xev BY. Ditto.
s ld :—:m |r :—:s |d :— |

Ex. 59. xey F. Effect of Ray, low in pitch.

tsi Jd :m :d |r :—:m |d — |
Ex. 60. xey D. Ditto.
jld s |m :d Jr :— [m :— |

Collective Reading.—The following exercises 65
to 70 (including leaps of r and t without any new
difficulties of time) will now be taught, in the same
manner and with the same processes as Ex. 48 to

* 53. with this addition, that after the tune has been
ZLaad correctly and easily, ¢he words will be studied.
Tiie Teacher reads the portion of words from one
breathing place to another, giving clear vowels and
sharp consonants, the pupils imitate collectively.
Vowels are ways of emitting the breath; conso-
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can tell by their eyes whether they have done so.
He muttiplies examples (like those in “Studies,” &ec.,
which he may point on the modulator) until e/ the
class have their attention fully awakened to the
effect of the new tone. (¢) This done he tells his
pupils the Sol-fa name and the manual sign for the
new tone, and guides them by the signs to Sol-fa
the exercise, and themselves produce the proper
effect. The signs are better, in this case, than the
modulator or the notation, because with them the
teacher can best command the attention of cvery eye,
and ear, and voice, and at the first introduction of
a tone, attention should be acute.

The manual sign for ray is the upturned hand,
open, and shewing the palm; that for z is the
upturned hand, pointing with the forefinger.

Ex. 61. ey D. Effeet of Z¢, high in pitch.
ld :m [s :t [t ¢— |& :— |
Ex. 62. xevy D. Ditto.

Id :m s :t |t :s & :— |
Ex. 63. key F. Effect of T¢, low in pitch.

ld :s Im :t, It, :— |d :— |
Ex. 64. xzy F. Ditto.

dsbeldsim s alvase—uld . o

nants ways of interrupting it. Both require definite
positions and movements of the lip and tongue.
Many uneducated persons are lazy in their use of
both organs. The object of the teacher will be to
shew by pattern that marked and clear utterance
which is the beauty of speech. Musical tones can-
not be prolonged on consonants; the vowels are
therefore the more important to the singer. The
elocutionary studies of ‘“accent,” and “inflection,”
need not occupy the time of the class, because there



16 SECOND STED.

iz no inflection in a musieal tone, and the musie
necessarily dacidos the accent. A simple monoton-
ous delivery of vowels and consonants will therefore
be sufficient for the teacher’s present purpose. The
pupils will enjoy this exercise in proportion as their
teacher eriiicises their pronunciation ‘with care.
closcr study of the subject will follow in the fourth
step.

]?reathing Places have, thus far been chosen to
suit the natural division of a line of musie into
«phrases.” But the sense of the words ig moro
important than the marked distinction of phrases.
It therefore over-rules all. Let the pupil notice
that in Ex. 65, we take breath before each cry of
«fire.” Thisis a case of “breathing for emphasis,”
and illustrates an important rule for taking breath.
In Ex. 67 let him notice that the musical phrasing
would ?lace the breathing place betwoen “I" and
¢love,” but the poctic phrasing does not allow us
to disconnect any parts of a word or any two
closelyrelated words. ‘‘Morningbells I’ would not
sound well, therefore the division “ Morning bells* +
#T love to hear.,” This is a case of  breathing for
sense.”” In Ex. 69, the musical phrases of the first
line natirally dividebetween m and r,each being two
measures in length. This breathing place is quite
snitable for the first and third verses, but it would
cut a word in two if it were used for the second or
the fourth. In the third line the musical division
suits the first and second verses, but if adopted for
the third and fourth verses would make the nonsense
« Shall foster and” + “mature the grain,” and
“The angel reap-"’ + ‘‘crs shall descend.” The
practico of dividing the ‘announcements” for
Collective Reading at the breathing places,is of
great use in calling attention to this important

Ex. 65. xey G. A round for four parts.

subject. In every exercise of this step thero
should be with the collective reading « discussion on
the correctness or doubtfulness of the breathing
places here marked,—but the teacher will decide
for tho whole class, so that the breathing may be with
oneconsent. Adelightful effect of unityand clear ex-
pression is produced by this unanimity of breathing.

Rounds.—Ex. 65, is a Round for four “parts.”
The first “ part’’ commences the Round alone, and
goes on steadily repeating it until stopped. When
the first “part’ is going to strike the note under
tho asterisk (*) the second “ part ”’ strikes the first
note of the Round, and so on. The tkird part”
follows the second, as the sccond imitated thefirst, A
clap or some other signal of the teacher’s hand tells
you when to stop a Round. It should first be learnt
from the modulator by the whole class as one part,
and should not be sung as a “round” till the third
step, unless the class has been very well practised
in maintaining the rate of movement. When the
whole class can sol-fa it ¢ by heart,” watching the
teacher's beat and keeping most exact time with
the stroke of his hand,—let the class be divided
into four parts, and cach part tested in the power to
sing scparately. Even when this is fairly done,
the parts will still find it difficult to “hold i
their own,” as soon as the other parts enter. | ™
The difficulty of maintaining the rate of
movement is very much increased when the | r!
Round is in three-pulse measure or contains
divided pulses. It is this difficulty which al
makes the Round so valuable an exerciso in
time keeping. o

Da Capo pronounced Daa Caapoa [oa asin
coal] and abbroviated D.C. means “ return to |
the beginning.”

[~}

.3 T o + y
5 '8 |d :d |s :s |d :d == a0 :-—lr R A= 0
gl Seot-land's! burn - ing,! Scot-land’s! burn - ing,| Look out, Look out, ;
A T . t - T &y 3 T D.C. r
zs ¢ — |s :—-Is t— 8 :—‘ 4 Id ACLE TR0 S Id s d d
Fire! Fire! Fire! I Fire! Pour on | wa - ter, Ipour on | wa - ter. " ¢
Ex. 66. xex D. A round for four parts. l
pp=t + + i D.C. v
td SE T ead ln 8 s :— |dld:t.t]d.s:mdls :5 |d :— ”
lBing it. lo - wver |with your! might, Neverleave it,| Neverleaveit! till  ’tis | right. S

8t. Co. (New.)
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Ex. 87. xevy C. A round for four parts.

i G |
; | Morn-ing
¢ GONE IS THE HOUR OF SONG.”
Ex. 68. xry E. Round for four parts, 4 oJ! N

R d!.dl e ot

: D.C.
d - “

clear,

1.
n'.dl: d'

merri-ly,

grar e
loud and

s )
4] - B

+
S .S ST |
love to hear, Ring -ing

bells I

*
s ¢S .8

U B I = G SB35 ls s [m o — %
Gone isthe! hour of | song, Now letuslsay to lall, good! night.
D.C.
<lm SNl i i (d s —pd cd.djs) . s |[d 0= |— :—”
Sweetsleep & | plea - sant | dreams, Goodl| night, Once moretolall, good |mnight!
¢“SOW IN THE MORN THY SEED.” A.L.C.
E‘( 69 xeY G. Words by James Montgomery.
tm mr |d :— |— t qr moqr :d |t 11— |— s
bow in  the |morn  thy| seed, At |eve thold| not thy |hand; To
The goodfthe fruit-ful | ground, Ex -| pect not +| here nor | there; O'er
cd s s odmp i — |— s [t :d s oimy s t— |— :s
3. Thou canst not |toil+ in | vain: Cold,| heat,t and| moist and| dry, Shall
4.Thence,| when thel glo - rious’ end,— Thelday of |Godtis 'come, The
G | s d ) e m 15 A s m r :r == S T
doubt and | fear + give | thou no heed, Broad|-cast itf [o'er the |{land.
hill and | dalet+ by |[plots, ’tis | found Go forth,then,+| ev - ’'ry - | where.
moim 8 oM P ol d £ my *¥d d' ot d :=— |—
fos - tert |and ma -|ture the |grain, For [ gar - nerst|in the | sky.
an - gel |[reap-erst 'shall de - 'scend, And |heav'n ery 1! ¢ Har-vest ' home.”
Ex. 70. xEy B. “FRET NOT THYSELF.” R. P.
S (0] 5 5 i AT | (i) me 7 :d d = :— |t S iy
% Fret not  thy-|selft+ tho’ thy |way be +tall |[drear - - Y A
mn e e lmpde e o o bdyoer vl bs r— s=glisi@an—
e o e S O R I SOT SRIROK I 16 SR O R
bright-er to - | mor - row Tis dawn -ing fto | cheer thee
d $d od t K 't d B ] S o e e d QT =i

Cease thy complaining—t- thy thoughtless t repining,
The clouds may be black, T but the sun is still T shining.
Though thou art hemm’d in + by mountains + of sorrow,

Stand still—+ a broad path + may be open’d t to-morrow.
St. Co. (New.) R 4 ¢
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TiMe.

The Medium Accent.—Pupils will easily be
brought by examples and illustrations to notice that
in addition to the strong and weak accent, there is
also a medium accent to many tunes. The intro-
duction of the medium acecent makes two two-pulse
weasures into a four-pulse measure, and two three-
pulse measurés into a six-pulse measure. This mark

| is used for the medium accent.

It will be noticed that several of the exercises
already sung, require (when not sung slowly) this
medium accent, in place of every alternate strong

Note.—When the pupil has learnt to hold his tones to th
it will be sufficient’to call a pulse Taa, omitting the ar.

A secondary form.

3:1 Il :1 11 ”

A primary four-pulse measure.
3 |11 :1

TAA TAA TAA ”

TAA

TAA TAA TAA TAA

Six.pulse Measure,—When the accents of a tune
are arranged in the order strong, weak, weak,
MEDIUM, weak, weak (as in the words ‘‘spirituaviy,”

% W
A secondary form.
o Rt (L R

TAA TAA  TAA TAA ”

A primary six-pulse measure.
<], =% L .

TAA TAA TAA TAA

TAA

.
3 TAA I'r.u

Silent Pulse.—It is more difficult for pupils to
appreciate time in silences than in sounds. There-
fore *the silent pulse was not introduced in the
first step. The name for a silent pulse is S44. In
taatai-ing, after the first time of guing through an
exercise, or as soon as the rhythm is pertectly
learnt, the silence-syllables should be less and less
heard. M. Paris uses only the one word “ Hush "
for all the silences. In dictation, as well as for the
purpose of first marking and measuring them dis-
tinctly to the mind, we find the advantago of a
scparate name for each silenco corresponding with

S8t. Co. (New.)

accent. Let the pupils try Ex. 65 and 69, singing
them quickly and lightly. They will soon perceive
the natural necessity for a medium accent. The
teacher, however, must not expect too great a nicety
of distinction at first. The finer points, both of
time and tune, require much practice.

Four-pulse Measure.—When the accents of a
tune are arranged in the order strong, weak,
MEDIUM, weak (as in the words ‘‘momentary,”
‘‘planetary’’), and so on, it is said to be in the four-
pulse measure. The pupils will taatai on one tone,
as below, while the teacher beats, first slowly, then
quickly.

eir full length, and where nearly all the pulses are undivided,

Another form.
% :1 I1 :1
TAA

TAA TAA TAA "

Another form.
{11 1 1 11 "
TAA TAA TAA TAA

“immutaBILity ’), and 80 on, it is said to be in six-
pulse measure. The pupils will taatai on one tone,
as below, while the teacher beats slowly.

Another form.

e W | ”
TAA TAA TAA TAA TAA TAA
Another form.

%ll T e+ s | Il
TAA TAA  TAA TAA TAA LIV ||

the names we use for sound. Silences are denoted
in the Tonic Sol-fa notation, by the simple absence
of any name for sound. Even if an accent mark
is placed at the end of a line, a silent pulse is sup-
posed to follow it.

Pulse and a half Tones aro very common and
easily learnt. They are named and written as be-
low.

Quarter Pulse Tones arc more casily lcamnt
when the pulse is divided into four distinet quarters
than when it is divided into a half and two quarters
—two quarters and a half—or a three-quarter tono




SECOND STEP.

and a quarter tone. Therefore the ¢ four quarters’’
are introduced in this early step. They are thus
named, ta fatgfe [ais the short vowel for aa,and eis the
short vowcl for ai.] Thus the vowels still divide the
pulse as before. If the time-names are to become
aids to the memory, we must again repeatthat even
in speaking both teachers and pupils should form
the careful habit of uttering them in their proper
time. 'Thus, TaA should be as long as TaarTal, and

“tafatefe’” should occupy no more time than either;

Ex. 71.

”l : 1 :

TAA SA4A TAA 844
kevG.|d ¢ [d : [d :dxim :d |
xeyF.|g : |8 : |s :mrxrid :nm (i
mEYRASER L Irs m ctixld os )

Ex. 72.

g 1 : 1 I T s

TAA TAA | 844 TAATAI
kX G. [d :8 | dxm :-ditd:r |
xeY F. [m :d | :rdls :-mrd:t |
keYG. [r 8 | r.gls :—tudar:m ||

Ex. 73.
gll gy BN B G ST RS

TAA =AATAI TAATAI TAATAI TAA

rEY G.

ld :-tedrimnr:d : |mr:d :s |

kEY F.

ld :-r:ms|tir:d ¢ |tr:d :s |

XEY A.

Im :-r:dtlrd:d @ Jrd:v:d |
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neither Taa nor TAr should have longzer utterance
one than the other; and Zafatefe should form fowm
exactly equal lengths. In the Tonic Sol-fa nota-
tion a comma divides a half pulse into quarters.

Let the Exercises 71 to 75 be (@) taught by pattern
and repeated, see page 7. The exercise may be
divided into two patterns if necessary. It should
be sung at at least two distinct rates. (&) Alter-
nated, see p. 7. (¢) Laad, see p. 8. (d) Taataid
in tune, see p. 10.

1 - e 01 “

TAA TAATAI TAA TAA
xeYA. | s ¢ |t ¢ [d :setdd :xr |
ey F.|ls ¢ |nm ¢ |r :tdir :m |
kex Fo[m ¢ [s @ |m :r.tlr :d |
1 - .1 Lpky ‘¥ |
TAA ~AATAI TAATAI TAA |
xexB. |d it | :rdls :-dimr:d |
xevF.|m oir | :dmis :-utylrd:d |

xkexF.m :d | :smim :-rims:s |

3 ) R i1 ||
SAA TAATAI TAA TAA {
KEY A.
ld :-s:mndlsteir ¢ Isuticr st !
XEY A.
im:-d:tdlnr:in ¢ 1dg:d s |l
kKEY G.
Is :-gertidmim ¢ [ms:c :m ||






Ex. 76,

Thirds, Sixths, and Tenths.—Most classes and
all self-teaching pupils will be glad to study the
harmony (or tho sounding together of tones) as
they sing, and they will sing the better for doing
s0. Intervals or distances between tones, are
generally counted stop-wise on the scale—always
including the two extremes. Thus the distances
between. d and r or m and f are called a second,
those between d and m or r and f are called a third,
and so on. By counting, in this way, on the
modulator, it will be seen that from d to the m
next above is a ¢kird,—from d to the m next below
{(m,)) isan inverted third, or a sizth,—and from d to
the higher octave of its m above (ml) is a tenth.
So also from 1, to d is a third (a minor or lesser
third) from 1 to d is a sixth; and from ];tod'is a
tenth. What are the intervals between m and s P
—m and 8y —m and §!? These intervals (which
are the third in various positions) form the sweetness
of all harmony, and are therefore, abundantly used.
In Exercise 69 find twelve thirds and six sixths.
In Exercise 80 find a sixth followed by a tenth.

Octavesand Unisons.—Exercise 69 hasitsfirsttone
and its last. in both parts, tie same, thatis in identical
unison. At the beginning of the last line of words
it has an octave between the parts. These unisons
and octaves do not give the true fecling of harmony,
—that is, separateness with agreement, and they
are seldom used on a strong pulse where they would
be much noticed, but they are useful ,a the flow of
the harmony—allowing the parts to pass through
them to something sweeter or stronger, or bringing
them to a close on the key tone. Two such inter-
vals, one following the other, would make the
harmony disappear. Therefore, such a succession
is, as the pupil will notice, carefully avoided. In
speaking of unison above, we have referred to absolutc
unison, but the word unison is also commonly used
to indicate the singing of the same tones, by male
and female voices, an octave apart, asin our “ Vocal
Klang Exercises.” -

Eifths and Fourths.—In Exercise 69 there are
two fifths (s, to r in both cases) and in Exercise 70
there is a fourth s, tod. The two tones of a fifth
agree with one another more perfectly than those of
any other interval exeept the octave, but they have
not the sweetness of the thirds. Their agreement
18 somewhat hard and cold, though strong and sure.
They are, therefore, not very much used in two-

8t. Co. (New.)
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part harmony, and fwo of them in succession are
tho dread of all composers. Fourths aro the inver-
sions of fifths (as sixths are of thirds) but are very
much less acceptable to the ear. They havencither
the perfect agreement of the fifths, nor tho sweet
agreement of the thirds, and are much avoided in
two-part harmony ; even bald unisons and octaves
being prefered to them. Where used they are
found on a weak (and therefore, less observed) pulse
or on a strong pulse in places where they suggest
to the mind certain familiar habits of chords to be
hereafter explained. -

Discords.—Octaves, fifths, fourths, and thirds are
concords.  Sceonds, as f against 8, or d against r,
whether close together or separated by octaves
(that is, whether seconds, or sevenths, or ninths)
are discords. They sound harshly together. But
a Discord may be so sweetly introduced, and so
pleasantly brought to a close, and the *part”
which contains it may move so smoothly that
it is made agreeable. This is because the ear
naturally notices tke motion of the two melodies as
well as the actual consonance or dissonance of tha
moment. Thus, in Exercise 69, we have, on the
fifth pulse counting from the last, or the fifth-last
pulse, d dissonating against r, but it is so “prepared”
by its own previous “sweet” consonance with m,
and so smoothly “resolved” by going down step-
wise to t,, and there satisfying the ear with another
sweet consonanee, thatit cannot be called unpleasant.
It is only unpleasant when singers are afraid of it,
and so put themselves out of tune. Hence the
advantage of ZAnowing what you sing. Find a
similar discord at the close of Exercise 78. A note
undergoes preparation when it is heard in a previous
chord as a consonance; it undergoes resolution when
(being a discord) it moves down one step.

Passing Tones.—As we have observed that the
wealk pulse i3 less noticed by the ear than the strong
pulse, so is the second or weak part of a pulse less
noticed than the first part. Therefore, things may
be allowed there which the ear objects to else-
where. Thusin Exercise 79, second score, third
measure, second pulse, we find an apology for the
dissonant r, because it is on the weak part of a
pulse, and because it moves sinoothly step-wise from
one tone of the scale to the next. Find other ex-
amples of the same ¢ part-pulse passing tone” in
the same Exercise 79

Ex. 76.—Name, pulse by pulse, the harmonic
hiervals of Fxercises 69, 70, 77, 78, 79, and 80.
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Ex. 79. xey F. M. 76. Words by Fletcher.
g8 n m.r:r : Jdo:d im
Little flow'r with starry brow, Slumb'ring in  thy
Basking in  the gladsome beam ; Or, be- side 80me
Mot ’d 6l Wompin 3 s odiSid 1 d
Thee no wind nor storm can tear, From thy love - 1y
Type of truth, and emblem fair, Virtue strug - gling
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Nor the slee - ty,

Close may sor - rows
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Peeping from  thy

Or mid fis - sure
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Winter's cold, neor

Yet the soul  with =
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How I love to
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Ex. 80. xey D. M. 60, twice.
B S m
1. Come, gen - tle
2. Come, flow' - ry
3. Come, love - ly
d :—:i—|d :t, :d
d =t = 1=
May.

May:

May,
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tinged ray,
from thy nest,

t

sweeping rain,
hem 1t round,

ti

couch of green,
of the rock,

8§,

summer’s heat,
in is calm,

r

see thee lie,
1i - ly’s bell,—

]

seorch’d by flame,
head may rise,

‘Winter gone & storms a-
Greet the water’s sil- ver

deedtdl .4 ody

Root thee from thy native
Troublesbend it to the

des Jmelsim 'S
‘With thy mod - est
Hidden from  the
ddi ad in
Blights thee in thy
Dreads no an - guish,

F disidiiyds :mo.r

In thy low se - re-ni-
Queen and fai-ry of the
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Thou for ev-er art the
Planted "neath congenial

COME, GENTLE MAY.
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bed of snow ;
murmuring stream,
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mountain lair ;
through despair,
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plain.
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simple mien,
tempest’s shock,
d t,

snug re-treat ;
fears no harm:
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same.
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Beating twice to the measure.—Let Ex. 80 be
patiently taataid, while the teacher beats every
pulse, never pausing and never hurrying. Only
thus can the exact lengths of sound and silence be
appreciated. But when six-pulse measure moves
more quickly than this should do, each pulse is
regarded by the car as a third of a pulse, and the
whole measure as a two-pulse measure with ample
use of “thirds.”” In this caso the conductor beats
only twice in a measure.

Modulator Voluntaries are used at every lesson.

Ear Exercises, like those in «Hints for Kar
Exercises,” and if possible, ear exercises in which
the pupil writes the answer, will also be as con-
stant as thelesson hour. If theteacherfindsthat the
pupils do not discover which is r casily, he does
not cither tell them or let them guess, but he
reminds them again of the mental effect of r,and
illustrates over again the high rousing r and the
low prayerful r, and then again tests them.
After the Sol-fa prelude, the pupils must be very
careful to note to which tone figure ome falls,
They do not possess a_sufficient clue unless they
catch the first note. The teacher should be very
carcful to make his own pattern clear. One way
in which n teacher keeps all his class at work 1s
1o cause all that can answer to hold up their hands,
and then to select those whose answers he wishes.
Another way is to give the proper answer and ask
all who were right to hold up hands.

Tn time ear excreises the teacher st taatais with
accent two plain measures, then continuously laas
a rhythm of two measures on ono tone, which he
requires his pupils to write or taatai. 2na, he sol-
faas a short rhythm, and requires his pupils to
taatas it in tune. Many of the old excrcises and
some of the Hints for Ear Excrcises” will give
_him ready materials.

St. Co. (New.)
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g Now let thy balm - yf |breez - o8 play; Fill all the woodst with the

Deck’d with thy flow'rs +so |bright and gay, Longing for plea-sure + thy
( Bring us the haw - thorn’st|whit - en’d spray; Beaun-ti - ful May-time,twhy

r :r :r Im :—:n Im i—:d [t — 1~ d ot <6, dIEs e

g 1—:mls 1—:—|m :—t—|m :r gt — = SN

birds’ sweet song : Come, gen - tlo | May.

pres - cnco yields; Come, flow’ - ry | May.

ling - ’rest thou? Come, lov. -~ ly | May. g

Mmor— :d |t i— 1= Jd = :—]d % td m i — == i — 0

_ Dictation.—Notation, and with it, clear percep-
tion, will be cultivated by Dictation Exerciscs.
“T'he second part of Ex.77,second seore (or line), fifth
measure (always counting the first part of a mea-
sure as one) would be dictated thus:—*‘ TAA lower
b ¢ -aa-TaT r? Coaar? “SA4A4” “SA4” &e.
¥x. 78, third score, first measure, would be dictated
thus:—** tafutefe lower 8, 5, 8, 8;"" ‘ TAATAI lower
8, lower t;*" “‘TAA -AA Y.

Pointing from Memory and Writing from
Memory will still be practised diligently, as recom-
mendedat page 12. The teacherwhocan appoint half
an hour before or after the regular class meeting
for memory pointing, memory writing, and dietation
oxercises finds tho intercst of his elass and the
accuracy of its knowledge ten folded. At the close
of every lesson, one or two of the exereises should
be chosen for the memory excercises of the next
meeting. The pupil should copy that excrcise six
or ten times from the book, until he finds by testing
himself that he can write it from memory. In the
presence of the teacher, cven at first, ten minutes
is sufficient for writing from memory on clear paper
without book. Meantime the teacher may walk
about his class to give advice or information. In
less than five minutes the quickest have their exer-
cisesready. Theteacherglancesoverthem andmarks
themassuggested at page 12,and the sceretary credits
the marks in favour of each pupil, in the class book.
The teacher can make remarks on the common
errors, or shew them on the black beard.

Elementary Certificate.—Pupils now begin to
make up their list of six tunes for the Elementary
Certificate. Sec Preface.

SuppreMENTARY Exencises for this step may be
' found in Wall Sheets.
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QUESTIONS FOR WRITTEN OR ORAL EXAMINATION.

1 Is the watchfulness of a Class-
teacher sufficient to form in his pupils
kabits of position, &c. ? 'Who must form
Ghem ?

2 What is the object of the * Chest
Exercises "

3 Inthe “Vocal Klang Exercises’
wha:it aire the chief points of the pupil’s
study

4 Describe the four steps of this ex-
ercise and the reasons for each?

5 What is the special purpose of the
* Tuning Exercises,” and what are the
three points to which the teacher will
give attention during these exercises?

6 When the tonicchord is established
in the ear, what do you yourself feel
to be the mental effect of a high Ray
when sung somewhat slowly ? Describe
the effect in your own words, as nearly
as you can describe it, but be eareful to-
describe only your own perceptions not
those of others.

7 In the same way, describe the
effect of a low Ray.

8 What mental  impression do yon
receive from a high e
TQT ‘What feeling is produced by a low

€

10 How do you distinguish vowels
and consonants?

11 What kind of persons are com-
monly lazy in their use of lip and
tongue, and consequently indefinite in
their vowels and consonants ?

12 'Why is the clear and marked de-
livery of wowels so important to the

singer ?

43 Hold asteady tone without taking
breath for ten seconds.

44 Sing Dok, Me, Sok, Doh', Dok', Sok,
Me, Doh, in Keys D or C, to the ¢ for-
ward” Italian Laa, as softly and as
pleasantly as you can.

45 Sol-fa any example you please
shewing the Mental Effect of high Ray',
;of low Ray,—of high Te,—of low

e.

46 Sing to words theupper part of any
one of the Exs. 65 to 70, chosen by
the examiner. Sing correctly as to
Time Tune and Pronunciation, without
breathiness of tone and with proper
breathing places. Marks should be
giver for each of these four points,

47 Ditto with Ex. 77 to 0.

43 Sing to Laa the Ray and the Te, to
any Dok the teacher gives.

49 Sing to Laa the Ray' and the T¢ to
St. Co.' (New.)
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13 Inchoosing breathing-places, what
consideration is more important than
that of the natural division of the mu-
sical line or section into phrases?

14 Q@ive an example (different from
those referred to above{ in which
‘““breathing for sense’’ would contradict
the *breathing for phrase.” -

15 @ive an illustration of * breathing
for emphasis.”

168 Describe the
called a Round.

17 'What is the chief difficulty in sing=-
ing a Round?

18 Describe the Four-pulse Mea-
sure,

19 Describe the Six-pulse Measure.

20 What sign is used for the medium
accent ?

21 What is the time name for a silent
pulse ?

22 What is the name for a tone a
pulse-and-a-half long?

23 How do we name that quarter of a

ulse which occurs at the end of the first

alf I—that, at the end of the second
half 1—that, at the beginning of the first
half !—that, at the beginning of the
second half ?

24 How would you dictate the last
three measures of Ex. 79.

25 'When tones related to one another
as Doh, Me, and Soh are, or as Sok,, Te,,
and Ray are, are sung together or in
succession, what is such a combination
called ?

26 When one such chord has been
first heard and has pre-occupied the ear,

“musical form?*

PRACTICE.

any Dok the teacher gives you.

50 Tautai from memory any one of
the Exs. 71 to 75, chosen by the ex-
aminer.

.51 Taatai the upper part of one of
the Exs, 77 or 78, chosen by the teacher.
52 Taatai-in-tune the upper part of
one of the Exs. 79 or 80, chosen by the
examiner,

53 Pointon the modulator from mem-
ory £sol-faaing) any one of the follow-
ing four Exs. 65, 66, 67, 69, chosen by
the examiner.

54 Follow the examiner’s pointing in
anew ‘‘ voluntary,” containing Dok, Me,
Soh, Te and Ray, but no difficulties of
time.

55 Write, from memory, any other of
these exercises chosen by the examiner.
56 From any phrase (belonging to
this stage) sung to figures, tell your ex-

if another such chord starts from the
highest toue of the first what can you
say of the relationship between them ?

27 Name or write a third,—a sixth,—
a tenth.

28 How are sixths related to thirds?
How are tenths related to thirds?

29 What is the quality in these inter-
vals which makes them so much used in
Harmony.

30 What is the difference between a
com:non unison and an identical uni-
son :

31 Where are octaves and identical
unisons useful in two-part harmony ?

32 What effect on thc harmony wounld
cansecutive octaves and unisons produce ?

33 Name or write two fifths, and two
fourths.

34 How are fourths related to fifths?

35 Of fifths, fourth, and thirds, which
contain the nearest or most perfect
agreement of vibrations? Which the
sweetest 1

36 In what case are fifths avoided by
composers !

37 Why are they not very much used
in two-part harmony ?

38 How are fourths regarded in rela-
tion to harmony ?

39 Name or write four different sorts
of Concords. %

40 Name or write several Discords.

41 Describehow the Discords youhave
heard are prepared and resolved.

42 Describe the passing tones you
have noticed on the weak part of a
pulse.

aminer (or write down) which figure was
sung to Roy,—to Ray',—to Te,,—to Te.

57 Having heard the tonic chord, tell
your examiner (or write down) which
tone of the scale (Dah, Me, Soh, Te or
Ray) was immediately sungtoskaa. Do
this with two different tones.

58 Taatai any Rhythm of atleast two
measures belonging to this step which
the examiner shall laa to you. He will
first give you the measure and the rate
of movement by taatai-ing two plain
measures and marking the accents
without beating time, but the two
measures you have to copy he will sime
ply laa on one tone.

59 Taatai-in-tune any Rhythm of at
least two measures, belonging to this
step, which, after giving the measure
and rate as above, the examiner may
sol-faa to you.

c
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To execute more difficult Chest, Klang and Tuning Exercises.

various constitutions of Chords,—the resolution of the * Major Dominant,”’—and the dissonance d against v in
Y 7

S. T recognize and produce the Fourth and Sizth of the Scale.
To recognize the different sorts of voices.

to mental effect.

To observe the relation of speed of movement
To recognize and produce one tone in absolute pitch

and one rate of movement. To pitch tunes. To select breathing places. Togain first ideasof Expression. To be-

come conscious of the great break from the thick or first to the thin or second register.

thin or second register.
combinations of quarter-pulse and syncopations.

Ex. 81. Cuest Exercise. Thoe same as Ex.
54, except that 15 seconds may now be expeected
from all instead of ten. If tho teacher is not quite
sure of being able to count M. 60, he will use at
least a string metronome.

keY C, B and D. Vocal Klang Exercise.
gld Al AT T Is

Ex. 83. Tuvmve Exencrse. To bo used with
tho same processes as Ex. 56, taking care to secure
a soft tone, each part listening for the others and

kEY D. Tuning Exercise for three ¢equal”

a =g d |t : I 3
s a=sC  am [ It :—
d :— Im :d 8§ — |— :—

Positions of Chords.—In conmexion with the
tuning excrcises, a study of the * positions’ and
¢ constitutions” of chords will promote thoughtful,
and therefore snro singing. Only the more intelli-
gent classes, or the moro intelligent members of
classes will bo expected to pursuc this study.
When tho tones of a chord stand one above the
other as closely as possible (as D when it stands in
tho order d, m, 8 counting upwards,—or S when it
stands in the order s, t, rg ey are said to be in
their normal position, tho lowest tono being called
tho Root, the middlo tone its Third, and the ighest
its Fifth. In Ex. 56, measures 3 and 8 D is in its

“normal™* position. In Ex. 83, measure 3, pulses

1 and 2 S is in its normal position. Let the pupils
listen to them afresh, and feel their strength. In Ex.

8t. Co. (New.)

To strengthen in men the

To recognize and produce half-pulse silences, various divisions of sound produced by
To study the elements of Chanting. To recognize the partial
dissonance t 1, and the unprepared dissonance £ against s.

To recognize the relative motion of two parts.

Ex. 82. Vocau Kuane Exererse.  To be used
with Manual Signs and with the same processes as
Ex. 55. After oxercising in cach kay, let the
teacher test the pitch. There should be no flatten-
ing in these chordal exercises.

L) RO e = "

learning to enjoy the perfeet blending of the voices.
Ex. 85 and 86 to be used in the same way, without
words, 1

" I Ly
YO1C08. 4
rr — |s ::t |d = |— :—
— = s i Im 1= |= -
TR B R T T B 0SS
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83, measure 3, pulse 4, S has its root in the lowest
part, but is not in its normal position. When the
root is in the lowest part the chord, even if not in
its close normal form, tho chord is in the @ position.

pupils listen to them afresh and mark their compara-
tive weakness. When the fifth is in the lowest
part, the chord is in its ¢ position. This will be
1llustrated at the next step. The e position is best
and most used. The 4 position is mueh used to
mako the melody of the lowest part smoother or
_moro pleasant. Tho ¢ position is only used in speeial
cages, to he afterwards noted, but chiefly in the
close of a section, as in Ex. 85. .

When the third is in the lowest part, the chord is |
in its b position. Sece D4 in Ex. 85, measure 2, pulse |
1, and Sé in Ex. 83, measuro 3, pulso 3. Let'the |

To recognize the & and b positions, and the



Ex. 84—6.

vionstitution of Chords.—One or more of the
constituent parts of a chord may be omitted or

. ‘doubled. In Ex. 56, measures 3 and 8 D is> com-
plete.  Completeress we mark {when we wish to
mark constitutions) by a figure 1, thus Dal. See
Sal in’ Ex. 83, measure 3, pulses 1, 2, and 4.
The root (the most important tone of the chord) is
often and frecly doubled. The trebling of the root
- (not uncommon in four-part harmony) iy marked by
> 2. In Ex. 56 measure 7, pulse 2, therootis trebled,—
indeed, the chord has to be supposed. If, however,
a third or fifth were added to this trebled root we
should call it the chord Se2. The ¢kird, the source
of sweetness, is rarely omitted. Its omission would
be indicated by 3. The third is doubled frequently
in Da, D¢, Fa, and Fe¢; but in Db and Fb, where
the third is already made prominent by being in
the lowest part, its doubling (too much sweetness)
is avoided (See Minor Chords, page 46) except for
the sake of better melody in the parts; and in S
the third cannot be doubled, because its t always
goes to d! of the next chord, and we should then
have the bald effect of two t's going to two dVs—
consecutive octaves. See page 21. The doubled
third is marked by 4. It is quite common to omit
the fifth. Being so like the root, its presence or
absence is less noticed than that of the third. Its
omission is marked 5, its doubling 6. See Dab in
Ex. 56, measures 4 and 7, and Ex. 83, measures 1
and 4." See S«5 in Ex. 83, measure 2, and 855 in

Ex. 85. xzy C. T’«ming)il'.xercise, as above.

< ~

d jd':d|t :-). ¢t [d:d}d:t |d:-

mifs:inis:-fl s |sipim:r|m:-

d Imcdis:-f s/m:a|s:s|d:-
x p

"From all-that dwell-be |low the skies —
Let the-Cre | a tor’s praise a rise —

Let the-Re deem er’s | name be sung —

Through every | land by ev’ ry tongue —

Glory-to thee-my God-this night ’for all-the
blessings | of the light —

Keep-me-O keep-me King-of Kings ’be neath-
thine | own Al might y wings —

For give-me Lord-for thy.dear Son ’the ill-that
I-this | day have done —

'That with-the world-my self-and thee . I
ere-I | sleep at peace may be —
St. Co. (New.)
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measnre 3. Omitted roots—omitted foundations—
are marked om, but we only interpret a chord as
having its root omitted when the habits of the ear
make it absolutely necessary for us fo ¢hink of the
absent root in suck a place. See Ex. 83, measure 1.

Progression of 8.—Notice that S seldom moyes to
any other chord than D, its t going to d/, its( r to
mor d, and its s to d or 8 or more rarely to m.
See the close of Ex. 83, and Exs. 85 and 86. Thus
these two chords, which are in their own internal
structure the same, acknowledge a relationship to
one another. S proves itself the clinging depen-
dent on D. But, like other dependents, it is said
to dominate—that is to rule the key,~and is called
the Dominant. In fact, its clear declaration of
allegiance to D decides the key. Wherever, in the
region of pitch, two such chords thus cling together
there is a key. Let the pupils listen afresh to the
softly laad close of Ex. 83.

The Chord Four Soh.—Notice, at the close of Ex.
86, the dissonance d against r occurring in the
chord of 8, the third of the chord being omitted
to make room for it. It would be counted as a
fourth in this chord. We call the chord “ Four
Soh,” and write it thus 45. In this case the posi-
tion is @ and the constitution 3.

Ex. 84. Name, pulse by pulse, the chords, with
their positions and constitutions, of Ex. 85 and 86.
Thus Dab, Sal, &c.

Ex. 86. xey G. Tuning Exercise, as above.

~N o)

mim:rim:-)| mir:d|r:z|m:-
d jd:t|d:=|| d|[t:dfd:t]d:-
dild:sifd:=|l d [s:m|s:s1d:-

Words to Ex. 85 to be taught at Ez. 110.

’E ternal are-thy | mer cies Lord —

’E ter nal | truth at tends thy word —
"Thy praise-shall sound ’from | shore to shore —
"Till suns-shall | rise and set no more —

Words to Ex. 86 to be taught at Ez. 110.

Teach-me-to live-that I-may dread ’the grave-as
little | as my bed —

Teach-me-to die-that so-I may
| at the judg ment day —

’0 may-my soul-on thee-re pose ’and with.sweet
sleep-mine | eye lids close —

Sleep-that-may me-more vigorous
serve-my | God when I a wake —

rise glorious

make ’to
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The Hold (~) signifies that the note below it
may be held as long as the conductor or singer
pleases.

Mental Effects of Fah and Lah.—The mental
effects of these fones are developed with the same
process which was used for t and r, page 15.

The manual sign for fak is the hand firmly
pointing downwards. The manual sign for la% is
the hand hanging down from the wrist,

Ex. 87. xey A. Effeet of high Fak.

ld .ty :d.rinm :d V£ - |l
Ex. 88. xev A. Effect of high Fah.
7 R e [ TINS5 S AN [ I |
Ex. 89. xry A. Effect of low Fak.
ld .ty :d.r In :d | £, t— i
Ex. 90. xey A. Effect of low Fah.
J]d :tdimr:d [£ :f |s
Ex. 91. xey G. Effect of low Lak.
Jdr:mtylr L |d :t L :— ||
Ex. 92. xevy F. Effect of low Lak.
e |d tmo:d | i— ity ld 1 —
Ex. 93. xev D. Effect of high Lak.

Suta o [ AR T A W ) S8 . (L]
Ex. 94. xev D. Ditto.
ld :m |s :m |1 :— |s :— |

Ex. 95. xey A. Effect of Fak and Lak.

RO m° i R e i T =
Ex. 96. xey D. Ditto.

d wEiEm 17 I wis |dl s ="l

Speed of movement and mental effect. —Hitherto
we have studied the mental effect of tones when
sung slowly, Let tho pupils sing any exerciso
containing lak and fah very slowly indced, and
notice how their mental effects are brought out.
Then let them sol-faa the same piece as quickly as
they can, keeping the time and observing the
change. Lak and fal are now gay and abandoned

8t. Co. (New.)

Ex. 87--96.

instead of weeping and desolate in their effect, and
the other tones undergo a similar modification.
Let the pugils try in the same way any other tunes
which are deemed most characteristic. They will
thus discover for themselves that great speed of
movement makes the bold tones (d m s) sharper in
their effect, though still firm; and makes the emo-
tional tones (r f14) more bright and lively, but
leaves them still the emotional tones of the scale.
Handel in his songs calls “ to arms ” chiefly by the
use of d m s, but he also employs d m s with great
rapidity of movement to express the abandonment
of jolly laughter. Emotional lanughter, however,
he expresses by the rapid use of t rf1. It is also
well known how effectively his songs employ these
emotional tones in their slow and more serious
moods. - Ex. 113 includes good illustrations of
fand 1 in both aspects. In measure 3, pulse 2, and
measure 4. pulse 2 wo have the quick faZ in its
lively, abandoned spirit. In measure 5, pulses 1
and 2 we have the slower fek in its more solemn
effect. In measure 7, pulse 1 we have the quick
lzk in its brilliant emotion. In the second-last
measure wo have the slower /% in its loving, carnest,
serious emotion.

The Scale.—We have now studied a key- !
tone with its six related tones. Seven tones | @
thus related to each other aro called a seale.
The successive tones of the scale ascending
in pitch are, d rm f 8 1 t d4' doscending,
d' t1sfmrd. Thepupil mustnow prae-
tise himself in repeating the names of the
notes, in their successive order both in ascend- s
ing and descending. d m and s are readily
classified as the bold and strong tones of the S
scale, and t r f 1 as the leaning tones. Of m
these last t and f have the strongest leaning
or leading tendeney, t leading upward to d!,
and f downward to m.  Of the intervals of | 7
this scale and its harmonic stroecture, more
at the next step. d

The Standard Scale of Pitch.—Hitherto the
teacher has fixed the pitch of the key-tone. The
pupils themselves should now learn to do it in
turn. Any conceivable sound can be taken as a
key-tone, and the relationships of chord and scale,
which we have alrcady studied, will spring out of
it. But,—it is found convenient to have one
standard scale of pitch tones by which others may
be gauged. For this purpose a certain tone called
tenor or middle C, which stands high in a man’s
voico—low in a woman’s, and is producible by &

o~
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stretched string giving 256 complete vibrations in
a second, is fixed upon as the standard, and its
scale is called the “standard scale.”” This is given
at the side. The octave of this tone C' (512
vibrations) is usually given in tuning-forks
for vocal purposes.

Pitching Tunes.—The pupil strikes the
C' tuning-fork, and runs dewn to the
tone he wants. That tone he swells out,
and then rcpeats it to the syllable-dok. At
first it will help the pupil’s memeory to
notice that he has to spell the words ¢ bag "
and “fed” in running down this scale,
thus:— B
jd':= |t :1]s

(o} B 4G

Remembering C'.—It is much more easy
to fix on the memery one tone in absolute
pitch than is commenly thought, and it is
a great advantage to be able to do so. Frequently
the teacher askshispupils to sound C' (which in a
man’s voice is really C) and then tests them with
the tuning-fork. In this way the power of recol-
lection is soon developed. In estimating the
chances of certainty, however, we should always
bear in mind that any bodily or mental depression
has a tendency to flatten even our recollections.

Classification of Voices.—In the following ex-
crcises the parts are not kept within so close arange
ag before. It will not now be possible to “exchange
parts.” . It is therefore mneccssary that the teacher
should (either himself or by his assistants) examine
every voice in his class and divide them into higher
and lower voices. The female and children’s voices
are naturally pitched about an octave higher than
the men’s. The pitch tone G stands at about the
middle of the range of female ‘and children’s
voices. In examining these voices, the teacher
pitches this tone as a key tone and requires the
pupil to sol-faa, first upward and then downward
from it. If the fuller—more beautiful—and more
easily produced tones of the voice lie above G it
may be classed as a high voice. If the best tones
of the voice lie below G, it may be called a low
voice. Cultivation may afterwards make a dif-
ference, but this simple mode of classification
answers our present purpose. The high voices of
women and children are called Soprano (pro-
nounced Sopraanoc); the low veices, Contralto.
The G, an octave lewer than the last, serves to
divide the men’s voices in the same way. It is
the quality of the tones above and below G
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or G, not the present reach of the veice, which
decides the question. The high voices of men are
called Tenor ; the low voices, Bass.

The Compass of Voices upward and
downward varies greatly, and is mnot ‘
a sufficient test of their fitness for &
the high orlow “part” in the music,
but it is useful to bear in memory that | ¥
the easy compass of most voices is about | &'
an octave and a half. Basses and Con-
traltos easily compass—one from G, to | 2'
C, the other from G,t0 C'. Tenors and
Sopranos easily compass—one from C,
to F, and the other from C to Fi. Voice
trainers commonly give the name Mezzo-
(pronounced Metso) Soprano to voices
which seem to be between Contralto and
Soprano, and Baritone to voices which
are neither Bass nor Tenor. But the
most scientific of them have reached the
conclusion that true medium voices are
comparatively rare, and that those
which seem so are commonly only un- !| 7
cultivated Tenors or Contraltos,—the
high part of a man’s voice and the low C

B

t

Ny @ b RQ
=

part of a woman’s being the most liable
to neglect. The diagram, at the side,
shows the common easy compass of
voices as given above. The difference | A,
of the type in the letters and the double
printing of ¥, E, D is explained under | G,
the heading ¢ Registers,” p. 32.

Octave Marks,—The pitch of dok is
always taken from the unmarked octave
of the Standard Scale, and this d with
the scale above it are without octave D
marks. But, to save the unnecessary
multiplicity of octave marks beth in
writing and printing, the Tenor and B,
Bags part are always written an octave
higher than they really are. In quot- A,
ing octave marks, as in dictation, it may
be useful to distinguish the higher @&,
octave marks by naming them before
the note, and the lower by naming them after,—
thus D? “two-D” —D, “D-two’ — G3“three
G C, “C-one,” &c. It will help the memory to
notice that the higher comes first. Thus, we sa
that the easy Bass compass is, asabove, “from G-
two to unmarked C,” that of the Contralte *from
G-one to one.C,” that of the Tenor “from C-one %
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unmarked F,’’ that of the Soprano ¢ from unmarked
C to one-F.”

Men’s and Women’s Voices.—Ask a man to sound
the same note as a woman, girl, or boy, or ask them
to sing together the air of a tune, and they will sing
an octave apart. If you doubt this, get the woman,
girl, or boy, after sounding what is commonly called
the same note, to sing down the scale an octave ; the
man then resounds the note he first struck. The ear
will then feel that these two sounds last struck are
really in unison, and that what commonly goes by
the name of unison is really octaves.

Naming of Parts —In the titles of tunes the
initial-letters are used to nmame the parts, thus:—
8 for Soprano, C for Contralte, T for Tenor, and B
for Bass.

Breathing Places.—After Ex. 113, the breathing
places are no longer marked, but if the markings
already given have been carefully studied, the
pupils will be able to mark breathing places for
themselves. Before the words are read collectively
the class should do this under the guidance of the
teacher, who will often remind them of the prin-
ciples laid down, page 16. In addition, it may be
noticed that if one wishes to take breath before a
strong pulse, the time of the breath must be taken
from the end of the previous weak pulse; but that
if one wishes to take breath before a weak pulse, the
time of it may be taken away from the beginning of
the same pulse; that it is not only convenient but
necessary to take a good breath before all long
sustained tones or long connected passages. In
sol-faaing or laaing breath should still be taken ‘‘for
phrasing.”  This will lead to a study of the musical
phrases. The importance of taking breath for clear
soft ‘‘emphasis ”’ will appear in such Exercises as
97, where the purity of the tone on the first d! will
be wonderfully improved by requiring a breath to be
taken before it.

THIRD STEP.

.

Expression is such a use of loudness and softness
in singing as tends to make the music more expres-
sive. Even in the earliest steps, pupils enjoy thus
embellishing their music. In the fifth step the
subject is more fully treated. Here it is enough to
draw attention occasionally to what is indeed the
chief part of expression—that which is suggested by
the words. In our Tonic Sol-fa books we early
adopted the plan of using type-marks for this kind
of expression. First, there must be fixed the medium
or normal degree of force proper to the general
sentiment of the piece to be sung; then whatever
words are printed in the common type are to be sung
with that appropriate medium force, whatever words
are printed in small cApITALS are to be sung louder,
and whatever words are printed in italics are to be
sung more softly. In writing, a single line is drawn
under the words for italics, and a double line for
small capitals. These marks of the pen can be easily
added by the student to his printed copy. In Ex.
97, the general sentiment of the words is subdued
and prayerful ; therefore the common type indicates
soft singing, but in the last two lines the spirit of
earnestness rises to a climax, and demands greater
force of voice. The general spirit of Ex. 100 is soft
and gentle, but it should begin very softly—increasing
in force as the phrase ascends. Ex. 101 and 102 also
open with ascending phrases to be treated in a similar
way. Continuous or repeated tones, as in the second
line of Ex. 103 and in Ex. 65, suggest the same
treatment. Notice that any tungs like Ex. 102 and
103 which require a light and tripping style, require
also a soft voice Observe, in all these cases, how
useful this distinction of loud and soft is in marking
out the musical phrases or in ¢ phrasing.”

Ex. 97 to 103 should now be taught in the same
manner as before, except that previous to each exer-
cise, the teacher will put the voices in tune by
causing his pupils to sing, after his manual signs,

for a low key-tone, d m s—f 1 d/—s t r' d'—and -

for a middle key-tone d s; m d—f; 1, d—s; t,; r d.

SUN OF MY SOUL.

Ex. 97. x=zv C. Mainzer.
] iny o R U SR ) A e | | 185 A d t - Sl
1.Sun |of my soul,t thou | Sa - viour dear, It is  not nighttif thodt be  near:
2When| the soft dewst of kind -]fy sleep My | wear-ied  eye - lidst | gen - tly  steep,
m neocms jd oy s Im .d e A T AV
3.A - | bide with met from |morn till eve, For | with-out theet I can - not live:
4.Come] nearf and bless us | when we wake, Ere |thro’ the worldtour | way we take:

St. Co. (New).
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1S sPamas - idhod ¢ Tl s 5.8 I O B o S [ S P e
Oh |maytno earth-born|cloud a . rise, To |hide thee from thy ser - vantseyes
Be | my last thought,+—How| sweet to rest For |ev - ert+ on  my [Sav-iour’sbreast!
I8 i 0 7 Ty e BT L (1) L e RSSO s :-.fim
A - |bide with me + when| night is nigh, For | with-out theet I dare  not die.
TiLL |IN THE 0 - CEANT|OF THY LOVE WE |LOSE OUR - SELVESTIN | HEAV'N A-BOVE.
LABOUR’S STRONG AND MERRY CHILDREN.
Ex. 98. xEv G. * Round for two parts.
EEER R R ST I [ s e e ad Tt adl e
La - bour’s strongtand [mer -ry  chil - dren,| Com - radesfof  the |ris - ing sun,
No de - spond-ing,}l No re - pin - ing! | Lei - sure must+by 1toil be bought;
D.C.
8 t=-lf :-AfIm t-.mlr :xr |d :s [L :t Jd — |[— 11—
Let us sing + a | song to-ge - ther,| Now our toil + is done. "
Nev - eryet + wasl good ac-com-plished,| With-out hand t and | thought.
ALL THE SPRINGING FLOWERS.
Ex. 99 KEY F. Round for two parts.
H 2 £ ol T I PR S W I 8 — ([ (1L, p
All the spring-ing ! flow - - ers, ANl the fruit-ful lshow - ers, ;
‘ D.C.
§| '1 6 e S G0 S 18 GRS S S T < G “
he stars a - |bove, Are !tell - ing God is love.
LULLABY.
Ex. 100. ey D. Round for two parts.
*
gld.r:m.fls e e G ST T s, r = o Bl 5
Lulla-lul-la -by, Iul - la - by, ul -1a - by, Sweet-ly  sleep with*
r 47 |d : l ol |m ‘- l 01 |s - z
g Wl - la - by, Inl - la - by lnl - la - by
D.C.
“ &f Im im r 'r id 1 H | 2
Sweet - ly sleep  with i - la - by. I u

S8t. Co. (New.)



¢S
B

e i i

THIRD STEP.

DOH, RAY, ME.

Ex. 101. xey G. Round for four parts.

3|d Se=alle P e [P ST {11 ) — l
Dok, Ray,
f
35 T e 1 AR Gl B [ TR B
Horp your neap ve !in  sol - faa - ing,
WHO COMES
Ex. 102. xev E?. Round for three parts.
‘ t
adoitalliri B I e TR i

3 d
Who comes laugh - ing,

3
|

laugh-ing, laugh-ing,
*
m

1.
s i :f'
e

come laugh - ing

-‘-
s.8:8.8/s.f:m.rjd.d:d.dlr.r:r.r

Ha, ha, ha, ha, ba, ha, ha, ha,

s.s:s.s|s.f:m.r|d
Ha,ha ha,ha,ha,ha,haha,! We

Ha, ha, ha, ha, ha, ha, ha, ka,

*

GLAD HEARTS AND FREE.

Ex. 103. xey A. Round for four parts,
d 3o it -
g l Glad hearts and Sree,
3|s s HE ] 8 of i
La, la, LA, La, la, la, la, la,

Registers.—In the highest part of the eompass
of men's voices, and in the lowest part of tho com-
pass of women's voices, may be noticed a remark-
ablo change in the quality of the tones. Tho place
where this change oceurs is called “the great
break.” 1t is in all voices between F and G. The
break arises from the different way in which tho
tones are produced in the larynx. Below thoe break
the tones are produced by what wo may call the
first or thick register of tho voice, above the break
by the sccond or thin register. In women'’s voices
thero is a yet higher register, beginning with g,
which we may call the third or small register.
Theso registers of the voico are indicated on page
29, the “thick” register being shown by large
capital letters, tho *thin” by ordinary small

St. Co. (New.)

n :—I—:—f:—l—:—g
Me, Faxn,

D.C.
in o v m T T TR "
O - pen well your ' mouth in  laa - ing.
LAUGHING?

+
$ - hedly hsewsm 'r id.rim 1 — g
Who comes laugh-ing fhero a - main?
i kL
<ig ™ | 'mierey (TR TR (6 (T —— g
como laugh -ing | here a - main,

+ D.C.
n.m:n.mis.s:s.s[s.fim.rjd :— “
Ia, ha, ha, ha, ha, ha, ha, ha,! Ha, ha, ha, ha, ha.

»
m f g3 n St R )
Come  sing with 1me. 5

D.C.
S| HE ] d t— ”
Well  we A - !GREE

capitals, and tho ‘ small”’ by eommon letters.*

Optional Tones.—Although the lower registers
cannot be forced upward, beyond the limits men-
tioned, without injury to the voice, the higher
registers can in all cases be used somo way below
their proper limit. So much is this the case with
the thin register, that the three tones F, E, and D
are called optional tones, and the pupil is advised
to e¢xercise his voiee in order to equalise the quality
and power of these three tones, and to use either
register interchangeably. In women’s voices it is
this thick register at the bottom whieh is eommonly
found to be uncultivated, and in men's voices it 1s
the thin register at the top which is commonly left
untrained.

* Italic capitals shew the Upper thick and thin registers.



Ex. 104.

Recognition of the Lower Thin Register.—
1t will be seen from the seale, p. 29, that women
naturally use this register in the middle of their
voices and have no difficulty in recognising it,—
that, among men, Basses have little need for it
exeept for solo singing and for any part-music
which demands an uncommon eompass of voice,—
but that Tenors require a careful cultivation of this
register and of the ¢ optional tones.” It may alse
be noticed that Contraltes require a speeial culti-
vation of the first or thick register, but that is
deferred till the next step. In order to enable men
to diseover and recognise the thin register, the
teacher causes them to take a loud tone for dok
(say D), which is decidedly within the thick register,
and then guiges them by his manual signs to sing
the ehord slowly, thus, d m s. If he allows them
to sing the sok softly, they will instinetively produee
it in the thin register. Having once found thaf
register, it will not be difficult for them to eontinue
the same quality of tone in a dewnward phrase like
the following, s f m r d. Having got back to the
dol in the thin register they may then take breath
and sing it again in the thick. Of course the pupils
can take A or Gy for their key-tone. They will
then have to follow the manual signs thus, d m s d!;
—d' will be delivered softly in the thin register,
and the descending passage in the same register
would be d' t 1 s f m r d. It is better that aZZ
the men’s voices should go through this experiment.

Strengthening of the Lower Thin Register.—Ex-

ercise—regular exercise—strengthens the tones of
this register so as to make them blend easily into the
tones of the stronger register. Like all cther exer-

cisesintended to strengthen the museles, it must have

something of foree and violence in i%, a marked shock

of the glottis (see p. 1), but must not beover-strained.

For strengthening the legs a run is better than a

walk, but over-exertion dees more harm than geed.

Therefere the necessity in the following exercise of
using well the forceful staccato syllable koo. It
will be remembered that a new combination of the
delicate muscles of the larynx is required for every
coneeivahle sound which 1t produces and that all
these muscles and combinations of museles have to
be exercised. Henee, the necessity of using this
exercise in various keys, so as to bring intervening
tones into play. Ex. 104 should be first sol-faad
with the manual signs; second, sung to oo
five or more times, much more quickly and foree-
fully ; third, sol-faad again. On sol-faaing the
second time the quality of the tone will be found
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to be very much improved. DBut care must be
taken net to fatigue the voices. At first five Aoo-
ings will do this, and there must be a rest before
the exercise is used in another key. The first
and seeond keys will be quite fatiguing encugh
at first. The keys are soarranged that withont the
use of the tuning-fork the teacher can pass from
one to another. For example, after exereising in
key B, he strikes ray, calls it doZ, strikes the chord
and proceeds with the exereise again. After thus
using what is called the key of C sharp, he strikes
tey, calls it dok, strikes the chord and proeeeds
with the exercise in key C. In the same way the
ray of key C will give him key D. This exercise
should be used fora very short time, at every future
lesson of thisstep. Ifthe classisa mixed one, women
should join in this exercise, which lies in the lower
compass of their voices, and is easy to them. They
will encourage the men’s voices, and prepare them-
selves for a blending of the thick and thin registers
at the next step.

Ex.104. Tostrengthen the Lower Thin Regis-
ter. To be sung in the highest part of men’s voiecs,
and the lower part of wemen’s voices.

1
TiMEe.

xEYs B, C§, C, D.
g 'S lm : f |r in

The Metronome (pronounced metronoam) is an in-
strument for regulating the rate of movement in a
piece of music. It is a pendulum which can be
made to swing at various rates per minute. M. 60
placed at the beginning of a tune in the Tonie
Sol-fa notation means ¢ Let the pulses of this tune
move at the rate of 60 in a minute.” The stroke
of the metronome is the moment when it passes
the lowest point of its arc. In the case of very
quick six-pulse measure, the metronomo rate is
made to correspond not with pulses but with half
measures—* beating twice in the measure.”

Sustaining the rate of Movement.— When a
tune, as in psalmody, is intended to be sung to
several verses, the singers may vary the rate of
movement according to the sense of the words, and
in simple songs this rate of movement may be
occasionally accelerated or retarded to suit the
sentiment.. But even this pewer of varying the
rate of movement with any geod effeet depends upon
a previously gained power of sustaining the rate of
movement uniformly. Exercises for the cultiva-

de. an |tl B
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tioa and testing of this power are frequently in-
troduced. 'The teacher causes his pupils to taatai
on one tone a simple measure, thus, TRAA TAA
rLAA TAA, repeating it steadily, say six times
with the metronome, 80 as to get into the swing. He
then stops the metronome and they continue holding
the rhythm steadily for another six measures.
Just at the stroke of the first pulse in the next
measure he lets his metronome go, and then tho
class immediately sco whether they have sustained
the rate. Accomplished musicians say that this
power of sustaining a uniform speed is one of the first
and most important musical elements. The irregular
and ever-varying speed of movement, without any
apology, on the ground of Expression, which many
organists and precentors indulge in, is very painful
to practised ears.

Remembering M, 60.—It is quite common among
Tonie Sol-faists to be able by habit to form a concep-
tionintheir own minds of tho rato of movement given
in the title of a tune, without referring to a metro-

nome. This power is gained by first fixing in the |

mind the rate of M. 60 as a standard of comparison.
Then, twice that speed, M. 120, or a speed half as
fast again, M. 90, are easily conceived. Xven some
sntermediate rates are recollected with considerable
precision. To fix M. 60 in the mind, the teacher
frequently asks his pupils to begin taatai-ing at what
they conceive to be that rate, and then tests them
well with his metronome. The recollection of rate
of movement is, like the recollection of pitch, af-
fected by temperament of body and mood of mind.
But these difficulties can be conquered, so that de-
pression of either kind shall not make us sing too
slowly.

The silent half-pulse is indicated by the absence
of any note between the dot which divides the
pulse in two and the accent mark. It is named
S4.4 on theaccented and S47 on the unaccented part
of the pulse. See Exs. 105, 106, 107.

The three-quarter-pulse tone is indicated by a
comma placed closo after a dot, leaving a quarter
to fill up the pulse. It is named as below, TAafe.

Ex. 105. Slowly,—and quickly.

) 1 .1 p .1 ) ) | H

)| TAATAI SAATAL TAATAI S44
xey F.

lm.r: Jdir.d: |s.f:m. Imx:d. |
xey G. y

I'sids Aedum 1firet,. lsmead. |
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With lighter accent and quicker speed Tasfe is the
game thing as TAA-AA-TAl. And this is the same
thing in small as TaA-AA-AA TaA. The teacher
causes such an exercise as 71 to be sung quickly
and lightly. {

Two quarters and a half are indicated by the
use of the comma and dot, as below, Ex. 106. This

ulse-form is called tafarar. It is the same thing
in its nature with the larger and more strongly
acconted time-forms TAATAT TAA and TAA TAA TAA
-AA. The teacher causes such exercises as 72 to bo
sung rapidly.

A half and two quarters are indicated as below,
Ex. 107, and are called Taatefe. This pulse-form
is the same in its nature as TAA TAATAI and
TAA-AA TAA TAA. See Ex. 75

Syncopation is the anticipation of accent. It
requires an accent to be struck before its regnlarly
recurring time—changing & weak pulse or weak
part of pulse into & strong ono and the immediately
Jfoliowing strong pulse or part of a pulse into a weak
one. 1ts effect in time is like that of a discord in
tuno. It is a contradiction of the usual and ex-
pected. Both the discord and tho syncopation
should be boldly attacked and firmly held by the
voice,—just as onc grasps a stinging nettle to
master it. Insufficient definitions of syncopation
have led many singers to strike the new accent,
indeed, but also to retain the original strong accent
on the immediately following pulse. This common
misunderstanding ~ entirely destroys the intended
effcct. In Ex. 108 the first line shews how 8ynco-
pations are commonly written, and the second line
shews tho real alteration of accent which they
create and the manmer in which they should be
sung. Note that it is difficult to “beat the
measure " in the ordinary way (see preface) during
syncopations, because they seem to contradict the
beating. 1t is easier to beat simply pulse by
pulse.

Exs. 105 to 109 should be taught as above, pp. 7,
8, and 19, especially with ¢¢time-laa-ing,”” p. 8.

1.4 1 .1 43
TAATAL TAASAT TAATAL TAASAI 1!
xey F.

|s.m: lls.m: ls.f:r |fm:d. |l
xeyY F. )

Ims: .sif.l: |for:f. Indem. |l
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Ex. 108 Slwly,—and quickly.
ERReY T .1 |

.o
-

Z

TAAtefe TAATAI SAATAL TAA
KEY G.

jdrmid.s) Jdiit, jdrm sfmr. :d |l
xey F.

Isfmrn] £:m |mrd :tdim :r |
Ex. 107. Slowly—and quickly.

Il b 5 & W 13,1 <1
TAAtefe TAAfE tafatefe TAA

xeY D.

1d xm:f o mprm.f,8:1 18 f:im ,ris .f m x|l

xEY D.
im f,s:1 ,td,Ls,mir 1d omr fm .8 :f O

Ex. 108. Slowly—and quickly.
RN R
% TAA TAA  TAA TAA -AA

11 1 )11 1 -

Ex. 109. Slwly—and quickly.
: N | l ! T |

TAA TAA TAA TAA

1.1:1.1

TAATAA TAATAI

?

Chanting is the recitation of words on a single
tone with a musical close or cadence at the end.
The chant of English origin, called the Anglican
Chant, has either fwo reciting tones with cadences,
in which case it is called a * single chant,” or four
recitations with cadeneces and is called a ¢ double
chant.”” The most important rule in reference to
chanting is that the music should be well learnt
“by heart” before any attempt to apply words to
. The chant is commonly and properly applied
to prose words (see next step), but the chanting of
hymns is not out of place when the hymns are very
long. It also forms a good exercise preparatory to
the art of prose-rccitation. The rhythms are so

8t. Co. (New.)
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| h 5 SR et Nk g L - h

tafaTar TAATAI TAASAY TAA
xeY G. !

Imsfimd| f:r Imsfimdft, :d |
xey C.

]s.dt:ds) Jd:s [Ltd:t.s]|f. :m |

1 wi ¢ B B ) R SRS G I
rAasfe TAAfe TAATAI TAATAI
xey F.

s fmr . djt,drmf 11 of:s . ml .f 8 mg
XEY F.

|s md:s .d[s,f.mr:m Ir fm dif .18 my

11 i1 |—
TAA -AA

11 e

i1

TAA

j1

BT -T2 .1 1 FHGE

TAATAI -AATAl| -AATAI TAATAI | TAA TAA "

simple and admit of so little variation that attention
can be almost exclusively given to distinct and
sharp uttérance.

The division of words for Chanting is commonly
made simply by placing a single bar where the
cadence begins and a double bar where the cadence
ends. In addition to this there have been many
contrivances for guiding the manner of the recita-
tion so as to secure appropriate breathing places
and to prevent confusion. Our Tonic Sol-fa teach-
ings naturally suggest the division of the whole
into pulses. Our simple rules are that the syllables
which stand together—whether joined by hyphens
or otherwise—are to be sung in one pulse,—that
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this mark ’ before a syllable denotes a silence on
the first half of a pulse and a convenient breathing
place,—that this mark . denotes a silent pulse, and
this — the continuation of a sound. In Ex. 85
notice the rhythms to tho short recitations Taa
TAATAI twice, SAATAI TAA TAA once, and SAATAI
TAATAT once, and the rhythms to the longer
recitations SAATAI TAATAT TAATAI twice, TAA
TAATAT TAA TAA once, and SAATAI TAATAI TAA
S44raronce. Verify each of these rhythmsandstudy
the reasons for their differences of rhythmic form.
Why will not one form do for all the short recita-
tions, and another for all the long ones? It is
important to notice that the pulses of the cadence
and of the recitation move at the same rate
although it is customary and also natural to put
more syllables into each pulse of the recitation than
into those of the cadence.

In teaching Chanting the teacher causes his
pupils (a) to taatai a line by pattern, () to recite it
by pattern, clearly and distinctly, and (¢) to sing it
to the chant already learnt by heart.

Ex. 110. Chant the words to Exs. 85 and 86.

New Consonances.—Hitherto we have had for
%hirds and sixths and fifths and fourths (See p. 21):

ms tr 8! il
AND
dnms t d s
Now, there are added
1+ ad! iaf a4l m
;GO T fmnl

The harmony student will find and mark cases of
each new consonance, and listen to them while the
music is sung.

The Partial Dissonance.—The very peculiar
interval of the scale f to t with its inversion f to t,
is not a diseord according to the description at p. 21.
But its effect on the ear forbids it to bo called a
concord. The ear requires rest and sweetness after
it, and thereforo expeets f to go to m and t, to d.
Wo call it the partial dissonance. See and hAear
Ex. 116, I 4, m 1, p 4.—NoTte.—! stands for line or
seore, m for measure, and p for pulse,—Ex. 119,11,
m 4, p 4. But the effect of the partial dissonance
is apecially illustrated in the cadences of Ex. 99.

New dissonances.—Wo have hitherto studied (see
p. 21) one dissonance, & against r. It is the model of
thosedissonances which occur on the strong pulse and

8t. Co. /New.)
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Ex. 110
are regularly “ prepared” and “resolved.”” We
now have other dissonances of the same kind. In

Ex. 114, in addition to d against r in » 3 and 6, we
havo 8 against 1 in s 4, and f againstsin m 2. In
Ex. 116, in addition to the ordinary d againstr,
15,m 1, wo have the samo dissonance with delayed
resolution ¢ 4,m 1, and m against f with tho less
common interrupted resolution,—tho consonance 1
«interrupting”’ the resolution of m' upon r', and
f against 8 in /1, m 2.

f against s.—Although this dissonanee s used
on the strong pulse, and with the same kind of
preparation as above, it is far more commonly used
on the tweak pulsc and often without any sort of
preparation. Its favourite form of melodic pre-
paration, however, is when the f comes down step-
wise from 8 and goes on as it always must to m.
See and Zisten to Ex. 97,12,m2, p1, 2,—Ex. 111,
m 7, p 1—where { is unprepared and has an inter-
rupted resolution,—and Lx. 118, m 5, p 2. This
dissonance f against 8 is tho model of unprepared
discerds.

‘Relative Motion of Parts.—Two parts may follow
each other upward or downward at the same time.
This is called similar motion, and is generally sweet
and pleasant, as in Ex. 97, m 5, and in Ex. 99, when
the first two measures are sung with the second two.
Twoparts waymove upward anddownward inopposite
directions. This is called contrary motion, and is
exceedingly gratifying to the ear. Sce and listen
to Ex. 97, pulses 3 to 6 and 9 to 12, and Ex. 99,
when the third and fourth measures are sung with
the fifth and sixth. In the last case, indeed, tho

arts cross ono another. The crossing of parts

_1s common in Rounds, but not in other composi-

tions. Anything which tends to confuse one part
with another is objected to in modern music.
Oblique motion is that in which one part ‘‘stands’’—
that is, continues the same sound, while the other
part moves downwards or upwards. Nee Ex. 117,
m 6, 7, and Ex. 97, beginning of line 2. Very
much of the relative motion of parts cannot bo
described by these simple terms. The ear could
not be satisfied with one sort of relative motion
only. It requires variety; but that which satisfies
longest is the similar motion.

Imitation.—The music-student cannot fail to
notice that every kind of imitation is agreeable to
the ear. It is a great help to the singer to notice
such cases. Imitations in the waving of the
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melody—or melodic figure—such as that simple one
in Ex. 70, 7 2, where the air of the second measure
imitates, in figure, that of the first,—or thatin
Ex. 98, between the two parts at the opening of
line 2,~—or those in Ex. 101, 72, are easily per-
ceived. The imitationsin Ex. 116 are interesting.
In tho opening, the second part is imitated by the
first, for a measure and a half, starting a f£fth above.
In the second line the music of ¢“grief of heart™
is replied to, a fifth above, by that of “ killing care ;"
then, the second part repeats “grief of heart” a
small step higher and is again replied to by the
air a fifth higher. Let the stndent carefully verify
observations like these; it will teach him to sce
more in a piece of music than most others see.
‘When the imitation is in two or more parts simul-
tancously, asin Ex. 97, pulses 9, 10, with 11, 12, it
is called a harmonic sequence. The study of
rhythmic imitation is very interesting. See in
Ex. 113, I 2, tafarar tafarar Taa quickly replied to
by the same rhythm with contrary motion. See
TAA TAATAT TAA in Ex. 116. Find other examples.

¢ Elementary Rhythms,” containing passages
selected from popular sengs, and published separ-
ately, will now make good home practice and
prepare for the elementary certificate,

OH !
Ex. 111. xev A. Round for four parts.
.’»
“d iy sdudir Te e pde o s,
Oh! give [thankstothel God of hea - ven,
gl : | ! s s s :d
Hal - Ie - |lu - jah,

Laa Voluntaries.—When once the use of the Sol-
fa syllables is fixed in the ear and has obtained
mnemonic power, it becomes very important to
prevent that otherwise useful power satisfying the
pupil. The practice of laa-ing every tune which
has already been sol-faad is a step towards liberty,
but laa-ing the DModulator voluntaries is a step
further still towards that ready perception of the
mental effects of the tomes, apart from associated
syllables, which is desired. This practice, there-
fore, of laa-ing at first sight from the teacher’s
pointing should be constantly used.

The Pupil’s Pointing on the Modulator while he
sol-faas must still be encouraged. Where it is
possible for the pupils to point in elass—each using
a mounted ¢ Home Modulator,” and holding it up,
while the teacher passes along the rows behind or
stands on a chair or table so as to overlook all—that
is the best plan. It makes all work.

The ¢ Standard Additional Exercises” appended
to this book, introduce four-part pieces at this step.

The ¢ Standard Mized-Voice Exercises” and the
¢ Standard Men’s Voice Exercises” introduce four-
part music in the course of this step.

GIVE THANKS.

PEACE, LOVELY PEACE.

Ex. 112. xev EP. Round for four parts.
1-

;d R IT i n e
lPeace, |

|

lIove - ly peace

T
s qlit R IS T TR,
rah, hur- rah for
St. Co. (New.)

peace and

a -

lib - er -

* T
ln R 12 Is tmm|f roem cd ;
For his |mer- cy en-| dur- eth for| ev - er.
D.C.
3 B |s 'S S E ] ”
| Hal-le - [lu - jah.
* T
lm B RIS S0 T
gain re - news her |youth, Huzr- g
+ D.C.
Im oY d : ”
ty and truth.
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AMEN.
Ex. 114. xey C. Mainzer,
; Bl A =t 1 il = d |— it e L
A - - - - - - - - men,
di e f - T AXTAg — f e 459! b R -
A BTl = - - - - - - I- - men,
$ 1 BNt IR Pk r 'S I A (o o |G ’
A = - = - 5 - - - - men.
i S = A ] et MRttt 1] it M R £ Y S § m R
A 5 Z A g = 3 - - - men.
THE SKYLARK.
Ex. 115. xey Ep. Words by Hozg. M. 96. 4. L. C.
1 XS ] Ceaahis Liedi Te SR Gy U8 Fur o T IR S Sl 555 B4
1. Bird of the wil - der-ness, |Blithe - some and |cum - ber-less, | Sweetbe thy
rep. Em- blem of hap - pi-ness, | Blest is thy |dwell-ing-place—| Oh! to 2 -
RIS RS am e |y o= ok e Id ISy B 2= im’ = i N
2. Then, when the | gloam - ing comes, | Low in the [hea - ther blooms,| Sweet will thy
rep. Emblem, &c.
1st time. D.C. 2nd time.
SRR f s ey mel g m = pi= sim e pa RN
ma - tin o’'er |moor-land and |lea! de - gert with | thee!
bide in the :
n :-.r:d i i1y d — tr ot ity Sldiu=Ew l
wel - comeand [bed of love | be; de - sert with | thee!
p L] . L] . $
1 .td':is .m:s L .td'ss..m 8 d rmr nfin fs|f slis Lt d
La la la la, la la la la, La la la la la la, g
f.f :md:n f.f m.d:m (e o e Sl Bk
pp . - . -
1 .td'is .m:s 1 tdss .m :s d .rmf slis Lt)d -
z La la la la, la la la la, La la la la n
f.f :md:nm f. :m.d:nm dotud Sy nt S R mgdRtin Hoe

St. Co. (New.)






THIRD STEP. 41

ART THOU POOR.

Ex. 119. xev A. Ji [

:d.tyd = mfos.dlt, i~ 1d 1— iy — qm :f m =Y
jArt thou| poor, yethast thou golden| slum - bers, lO sweet con-| tent! 5

R s — T Y dis ) = d = td = d g

r -ty ored mir t—

rich yet is thy mind per|-plex'd,

(i Ua e ([ S
Oh pun-ish-%

| o of
Art thou

| cd ority =S b 1 Ldlt = : 1 t— i T
=
;s. t— | ¢d.6d t=.rlm figadity :d = rim,fys RY )
ment! Dost thou| laugh  toseehow fools are| vex - ed To add to] gold - en  {
( s +— | 6 Tt T S T I e L LT SR 8 AT o3 | s B ey
[T, R g RSN M od o de==Relirn L o1 d o il
num - bers | gold - en num - bers,| Oh sweet con -| tent! “
|d St o R N m T, — s 241 ™ e
WHERE DO THE FAIRIES DWELL?
Ex. 120. kevy C. . 4. L. C.
e ol 5 (U I LA AR pldlty §: |mlrid! (o GO R | )
Tell me where the fair-ies  dwell, + |Tell me, + Tell me twhere  fair-ies
[t 7 OIS el I T g e o fmr |n Q9L
1 Tell me, Tell md /
i LRGN rle | 4! piliot £.f:f i s iUl |
\ dwell ? where fair-ies  dwell ? In someeav -  corn darkand| deep? Oh2
inlf :s,fm | f il e ool 1 - T e O R [ G s IR o i i P —
( Tell me In somecavern dark and| deep?
=
el 2 o SO T LT N f N L9 g8 | = i AR I i
no! In somequi - et mossy] cell ? Ohno! Inthedepths  of shady| woods? Oh
|— n.am:n.man.r:d.anfs 1 — |— f Mt imer.fim o —
In some quiet mos - sy| cell ? Inthe depthsofsha - dy| woods?

S§t. Co. (New.) D
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|d' 2 - sl ¢ s I xdirt .t pd P — |— :o.m
no! Not | there, not there do the fair-ies | dwell Tbon:
| — . 8s UL : RAR K L] 8 s SR C— | — :
o) 5 0
rid't m'yr'd’ t ) | £ T 2 s mriid .t
tell me, tell me, where, where, where? All a - mong the
tsfm | :f,_n.r ) ¢ |r - n s,f:m .8
tell me, tell me,
1 .t.,4% 5 T ) 5 R A [ R o o s mrid .t 11 .t,dls s
fra-grant flow'rs, |’Neath thedroopingli - ly’s bell, In the pur-ple vio-let's oed, "Tis
I &4E Wi r .ﬂ:m o @ 5 T TG 0T TR S D
r' .j:m' o ld - s mrlid .t M Stdis £, s\ % sy
g there the fair-ies dwell, La lala la la la lalala, La lalala la
Tl R TS T - Y 3 IO B T r .mf:m .
Im fs:r s amhrted - 11 tdlsd Gsb ! diEomiSeERRE P —
la lala la. La lala la la la lala la ’lis| therothe fair-ies dwell. ”
jdtsa, -'t, R P I 1) Jy Y T S [ AR ST -

Modulator Voluntaries have now increased in
rapidity and diﬂ‘icult{, though they are still confined
to one scale. Tomake sure of avoiding mannerisms
and to secure variety, the best teachers find it
necessary to study and prepare their voluntaries
when they come to this step. The * Hints for
Voluntaries " are only intended to suggest such as
are suitable for each step. The teacher who wishes
his pupils to follow his pointing rapidly can teach
them to do 8o, by never letting his pointer wait for
them.

Ear Exercises.—A tew two-part Ear Exercises,
as in the “ Hints,” can now be wiscly introduced,
but only to quick and observant classes. To others
each ¢ part” of tho exercise will serve as a scparate
exercise. When the great majority of the class do
not follow the ear excrcises with pleasure, the
teacher goes back to earlier steps,—continually re-
minding his pupils, not by words, but by examples
and illustrations, of the mental eflects of particular
tones, and continually urging them to notice the
first tone of the exercise after the “ prelude.” The

S8t. Co. (New.)

necessity of written answers to the ear exercises
increases with the length of the exercises.

Time Ear Exercises as at page 24, are still con-
tinued.

Dictation.—See pp. 12, 24, but name the octaves
as at p. 29. Thus, the beginning of the last line
above ‘‘raatefe m f 8’—¢‘Taa r” ‘‘raatefe s,
one-m, one-r.”’

Pointing from memory, writing from memory
as at pp. 12 and 24,

Elementary Certificate 8lips being given to the
pupils, they are now,—that is six weeks before the
close of the class,—constantly coming up for indi-
vidual examination in one requirement or the other,
first passing the examination of the assistants, and
then that of the teacher himself. The examination is
conducted sometimes before the whole class, some-
times privately, according to the convenience of
teacher and pupils. All the requirements must be
donp within six weeks, else the examination begins

again.
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QUESTIONS FOR WRITTEN OR ORAL EXAMINATION.

1 Whatisa ‘“hold”’—What does it
signify !
2 What is the advantage of a know-
ledge of chords to the singer!

3 Deseribe the normal position of a

ord ?

4 What are the root—the third—and
fifth of a chord?

5 What is the difference between
the @ position and the normal position
ot a chord ?

6 What is the b position of a chord?
—the ¢ position ? h

7 Which of these positions is the
1most acceptable to the ear?! and how
are the other positions used !

8 What does the name ‘‘ Constitu-
tion” of chords refer to?

9 How do we figure the omission of
the third ?—of the fifth ?—of the root?

10 How do we figure the doubling of
the third !—and fifth ?~—and trebling of
the root !

11 Which of the three tones of a
chord is most easily omrtted without
notice !

12 'What quality of a chord islost by
omitting the third (—the 1vot?

18 Which tone of a chord can be
easily doubled because it is the least
noticed !—and which because it is the
most characteristic and important ?

14 In the resolution of 8 into D
where does te go *—sohl—ray !

15 Why is 8 called the Dominant ?

16 Describe the chord 48

17 What do you yourselves feel to
be the rmental effect of low lak!—of
high lak ?

18 What is the effect of high fah?
of low fah?

19 How does greater speed of move~
ment modify the mental effect of dok,
me, and sok!—of ray, fah, lak, te?
Mention any examples that occur to
you.

20 Which are the strong tones of the
scale, and which the leaning tones?
‘Which have the strongest leaning
tendency ?

21 'What are the successive tones of
the scale descending in pitch *—What
are they ascending !

.22 How many vibrations in a second
give the standard pitch tone, middle
C1—In what part of men’s voices is
thisC? Where isit in women’s voices ?

23 Describe the manner in which
ggﬁm are pitched from the standard

e.
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24 What variable circumstances
affect our power of recollecting a tone
in absolute pitch ?

25 What pitch tone stands at about
the middle range of female and chil-
dren’s voices ?—of male voices ?

26 How do we judge whether an
uncultivated voice belongs to the con-
tralto or bass class of voices, or to the
soprano or tenor ?

27 What is the easy compass of the
soprano voice 7—of the contralto ?

28 What is the easy compass of the
tenor voice 7—of the bass?

29 Among wuncultivated voices,
which part of a man’s voice is most
commonl; found to be neglected !—of a
woman’s !

30 The octave marks of atune being

taken from dok, how do we know which |

doh is to be without an octave mark?
In key G how would the lak below the
key-tone corresponding with the pitch
E be marked? In key C how would
the me above the key-tone correspond-
ing with the pitch E be marked ?

31 With what octave marks are the
bass and tenor parts written ?

32 In speaking of octave marks for
the purposes of dictation, how do you
distinguish the lower dok from the
higher dok !—the lower C; from the
higher Ce.

33 If we want fresh breath on a
strong pulse, where do we take away
the time of the breathing? And if on
a weak pulse !

34 Write down all the rules for
%reathing places which you can remem-

er.

. 35 What is meant by * Expression ”
in music ?—and what are the elements
of tone chiefly employed in it ?

36 In using the type-marks for
expression of words what has to be
first settled in the mind before those
marks obtain their true meaning? -

37 What, then, is the meaning of
common type !—Italic type —sMALL
CAPITALS ?

38 What is the um'ting mark for
Italics i—for small capitals ?

39 How are ascending passages and
continuous or repeated tones naturally
treated for expression?

‘What other means are there,
besides taking breath, of separating
and distinguishing musical phrases one
from the other while one sings ?

41 What is the “great break of
register* in the voice ?

42 Where does it occur in men’s
voices !—in women’s ! Betwecn what
tones in absolute pitch is it always
found ?

43 Where does the ¢ small register,”
peculiar to women’s voices, commence ?

44 What are the three commonly
used ‘“optional tones” between the

| thick and thin registers ?

45 Describe or write the exercise by
by means of which men come to per-
ceive their thin register.

46 Why is forceful action of the
larynx necessary to the strengthening
of the thin register? What syllable
puts the organs of voice into the best
position for thiskind of vigorous effort?

47 'Why is it necessary to employ the
strengthening exercise in various keys?

48 Describe the process of using the
strengthening exercise, Ex. 104.

49 What 1s a metronome ?

50 What is the meaning of M. 80.
placed in the title of a tune ?

61 How is the rate of very quick six-
pulse measure marked ?

.52 'Why is it necessary to have exer-
cises for sustaining a uniform rate of
movement ?

63 Describe the exercises for attain-
ing this power.

54 Why should the rate indicated by

M. 60 be fixed in the mind ?
- h?sﬁ Describe the exercise for teaching
56 'What is the name for a silence
on the first half of a pulse’—for theé
second half ?

57 How is a three~quarter-pulse tone
indicated in the Sol-fa notation?

58 How is the pulse divided inte
three-quarters-and-a-quarter indicated
in the time-names? What are its two
larger relatives ?

59 How is the pulse divided into twe
quarters-and-a-half indicated in the
Tonic Sol-fa notation and in the time-
names ; What are its larger relatives?

60 How is the pulse divided into a
half-and-two-quarters indicated in the
Tonic Sol-fa notation and the time
names? What are its larger relatives?

61 What issyncopation! How does
it affect the next following stromg
pulse ?

62 'What is there in tune like synco-
pation in Time? In what style should
syncopation be sung ?

63 What is chanting ?

64 Describe an Anglican single
chant—a double chant,
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65 What is the most important rule
in chanting?

66 * Why should a student of chant-
ing begin by chanting hymns?

67 By what marks are the words
divided for chanting, so as to separate
the words of the reciting-tone from
those of the cadence? How is Taa
or any division of TAA indicated in
the printing of the words? How is
SAA indicated? SAATAI?

68 What relation is there between
the rate at which the pulsea of the
gzde;wc move aud those of the recita-

on

79 Hold a steady tone with one |
breath for a quarter of a minute. '
80 Bing, softly and pleasantly, to
the Italian Laa, Ex. 62 in keys B and |

81 Name, pulse by pulse, the chords |
with positions and constitutions in Exs,
8. and 86.

82 BSol-faa from memory any example

you please, shewing the mental effect | pond with the sense of the words in Ex. |

of high fah,~low fak,—low lah,—high
lah.

83 Give from memory an example !
of the manner in which speed of move- |
ment modifies mental effect.

&1 Repeat the names of the scale ,
tones upward, — downward, — repeat
the strong tones upward and down- |
ward,—repeat the leaning tones upward |
and downward.

&5 8trike, by the help of a tuning-
fork, the pitch tone C (for women’s |
voices C', for men’s voices unmarked
C,) and run down the standard scale of {

piteh.,

&6 Pitch the key D,—G,—A,—F. I
87 Strike from memn%' the pitch
note C' Sfor women) and C unmarked |

{for men).

83 Arc the best tones of your voice
alove G (for women and children) or G,
(for men) or are they below that tone!

89 What is the easy compass of your
voice ?

90 For which of the four common
parts in music is your voice best fitted 1

91 Write the Soprano of a tune in
key C with the proper octave marks.
Do the same in key B.

92 Write down *‘three G” —“G
three” — *‘ two myn_umy two? —
“unmarked G.”

93 Write the letters by which you
would indicate in the titlo of a tune

that it is to be aung by two Sopranos
S8t. Co. (New.)
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69 What is the process of teaching
chanting recitations ?

70 \\cléxéat arehthc newdCoigsonnnees
introdu at this step, distinguishing
the thirds from the fifths ?

71 What is the partial-dissonance,
and its effect upon the mind ?

72 What new prepared dissonance
have we in this atep ?

78 What dissonance is considered
the model of unprepared discords? On
what kind of pulse does it most com-
monly occur, and what is its fayourite
melodie preparation !

PRACTICE.

and a Contralto,—by Soprano, Tenor,
and Bass,—by Soprano, Contralto, and
Tenor. s
. 94 Mark breathing places, consider-
ing the phrasing only, to Exs. 100, 101,
98, and 115.

95 Mark breathing places for em-
phasis in Exs. 115 and 120.

96 Mark breathing places to corres-

116.

97 Mark with your pen underneath
the words the style of * expression”
you think it best.to give to them in Exs.
112, 119, and 120.

€8 Sing to words any one of the
exercises from 97 to 103 as required,
page 25, question 46.

99 Ditto with exereises 110 to 120.

100 8ing to laa the lah and the lak,
to any dok the teacher gives you.

101" Sing to laa the fah and the fal,
to any doh the teacher gives.

102 Sing A in the thin register of
your voice,—in the thick register.

103 In the key of C what are the
Sol-fa names of your three grincipa.l
optional tones?—in the key of G 1—in

e key of D ?—in the key of A1

104 Sing to koo Ex. 104 with your
thin register in key D.

105 Taatai with accent a four-pulse
measure, at the rate of M. 60 from
memory,—at the rate of M. 120,—at the
rate of M. 90.

106 Taatai with accent eight four-
g‘u.lse measures, sustaining the rate of
M. 60,—the rate of M. 90.

107 Taatal from memory any one of
the Exs. 105 to 107 chosen by the ex-
aminer, the 1st measure being named.

108 ‘Taatai the upper part of any
one of the Exs, 118, 115, or 120 chosen
by the examiner.

et b

74 Deseribe what is meant by the
similar motion of two parts in relation
to each other,—by contrary motion,—
by oblique motion.

75 Which kind of relative motion is
the least wearying to the ear? Which
is the most exeiting !

76 What is meant by imitations of
melodic figure ?

77 What is meant by imitation of
rhythmie form ?

78 What is meant by harmonic
sequence.

109 Taatai in tune the upper part of
any one of the Exs. 111, 112, 114, 116,
117, 118, or 119 chosen by the examiner.

110 Recite in correct time any two
of the reeitations in the words to Ex.
86 chosen by the examiner.

111 8how examples of the new con-
sonances introdueed at this step.

1:2 Ditto of the semi-dissonance.

113 Ditto of the new prepared dis-

sonances.

114 Ditto of fak against soh unpre-
pared.

115 Shew an example of similar
motion between parts, — of contrary
motion,—of oblique motion.

116 Shew an example of rhythmic
imitation,—of melodic imitation, — of
harmonie sequence.

117 Follow the examiner’s pointing
it a new voluntary containing all the
tones of the common scale but no diffi-
culties of time greater than those of
the second step.

118 Point and sol-faa on the modu-
lator from memory any one of the
following seven exercises, 97, 98, 99,
100, 103, 111, 112, chosen by the ex-
aminer.

119 Write from memory any other
of these seven exercises chosen by the
examiner. ]

120 Tell which is lak,—which is fah,
as directed, page 25, question 56.

121 Tell what tone of all the scale
is skaa, as at page 25, question 57.

122 Taatai any rthythm of two four-
pulse measures belonging to this step,
which the examiner shall laa to you,
see page 25, question 58.

123 Taatai-in-tune any rhythm of
two four-pulse measures belonging to
this step, which the examiner sol-faas
to you, see page 25, question 59.

B
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FOURTH STEY.
To perform Euxerciscs for Strengthening the Chest, securing Purity of Tone, and perfect Blending cf

 Parts.”’
Submediant, and Mediant in the Major Mode.
in its conjunct intervals.
and its mental effect. To perceive Chromatic Resolution.
sttion. To Pitch Tunes.

the art of Beating Time.
Register in Women. To Blend the Registers.
voints of Musical Form.

Ex. 121, Cuest axnp Kra~xa. These exercises
are now united. The lower part is to be sung as
a chest exercise, always to the word gkaa-laa,”
and on one breath. When taken at the rate of
M. 50 the pupil will have to economise his breath
for 20 seconds. Those who sing the upper part
may take breath at the places marked. ‘They
must deliver the first measure very softly (pp/,
the second measure softly (»/, the third measure
with a medium force of veice fm/, and the fourth
measure with full ferce of voice (fJ. As soen as
the exercise is thus sung, the singers must change
parts for the sake of rest and varicty, and this
18 reckoned one performancoe of the exercise.
Let the exercise be performed thus: jfirst time
in key C, the upper voices “slurring "’ each measure
to the forward Italian ¢laa,” at the rate of M. 60.
Second time, the same in key D. The teacher will
pass from key to key as directed, p. 33. Third
time, in key C#, the upper voices singing to the

To learn correct Recitation, with special regard to the consonants.
of Chanting. To become familiar with the silent quarter-pulse and the sounding thirds of a pulse.
To strengthen the Thin Register in Men.
To understand Part-pulse Dissonances.

To know by ear the Chords of the Subdominant, Dominant-Seventh, Supertonic, Leading-tone,
To observe Cadences.
To perceive Transition to the First Sharp and the First Fiat Keys, its mechanisn

To remember the structure of the Scals

To distingwish Cadence, Passing, and Extended Tran-
T learn the art
To learn
To recognise and strengthen the Thick
To observe varions

staccato “‘koo,” at M. 50. Fourth time, the same
in key D%. Fifth time, in key D, the npper voices
laa-ing as above, at M. 50. Laa-ing is used here
as a rest beforc the last effort. Sizth time, in key
E, the upper voices sol-faaing, at M. 70. Sol-faaing
is used here to make sure of correctness of tune
in the highest tones. The teacher will be careful
not to carry the voices any higher than is here
indicated, for, especially in an exercise with in-
creasing force,he may cause thefirst or thick register
of men to be strained, and unfit them for chang-
ing the register on the optional tones. It is
remarkable that the woman’s voice changes into
the small register just where, an octave lower, the
man's veoice changes into the thin register. But
women do not; commenly use optienal tones bclow
the G'. Their voices, however, require equal eare
to avoid straining. Basses may use this thin
register for d' in keys D#, D, and E.

xeys C, D, C#, D%, D, E. Chestand Klang Exercise. M. 70, 60, and 50.*

P i
£f.1:d.1 .1 :d.1

d.m:s.njd.m:s.n

Skaa = - - - - - g 4 Is
d — |— — If i b ey -
Ex. 122. Tuxine Exercise. To be used with |

the same processes as described at p. 14, except that |
xey E. Tunimg Exercise for three equal veices.

ld' S hdlen: — I Na ) ‘
n :r m :— : 0 R
‘d i jd i — |f i

TheChord Fah.—The tonesf,1,and d sung together
form the chord of Fzh. This chord considered
separately and in itsclf is exactly the same as the
chords D and S. But when placed in relation

8t. Co. (New).
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the parts cannot be changed. Exs. 123 to 126 are
0 be employed in the same way, without words.
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with these chords,—that is, when starting from the
fifth below the first or leading chord D, just as the
chord S starts from the fifth above,—it obtains a
distinct mental effect. Seep.20. In Ex. 123 there

* As to style of rendering, see page 81, close of first paragraph,
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are two cases of F in its @ position. Let the exercise
be softly laad, F' being dwelt upon longer than its
proper time, and let the pupils decide its mental
effect. If D is called the Resting chord and S the
Moving chord, F may perhaps be called the Serious
chord. When D is called the Tonic and S the
Dominant, F is called the Subdominant. It is
much used before these chords in the Tonic close or
cadence. See Ex. 123. It is also much used in its
5 position. See Exs. 124, 125, and 126.

The Chord Seven-Soh.—When f intrudes as a
dissonance into the chord of Sok, the chord thus
modified is called Seven-Sok, and written ’S. The
figure 7 is used because the f commonly oczurs at the
interval of a seventh above the 8; but it may occur
at the interval of a second beneath the s. There
is often an additional octave (making a fourteenth
or a ninth) between the dissonance f and its resist-
ing tone 8. When this is the case the dissonant
effect is very slight. The dissonant f follows, both
in its preparation and resolution, the rules named
in the paragraph “f against 8,” pace 36. Let the
ﬁ'l:pils softly /aa again Ex. 123, lingering and

istening on 7S and its resolution.

Ambiguity of Chords.—Observe that there is
nothing in the structure and intervals of the first
phrase of Ex. 123 to prevent the ear inte:g;fting
the chords as :S |8 :D | S. But according to
the principle named at page 20, the ear naturally
prefers to regard the first chord which rales it as s
principal chord, and has, therefore, no difficulty in
interpreting the first phrase as : D |D :F | D.
Except for this pre-occupation of the ear by the
first chord which is emphatically struck, D, S, and
F are ambiguous. But there 1s no ambiguity in
7S. Itcannot be mistaken for any other chord. It
decides the key with an absolute certainty which S
does not possess.

Major, Minor, and Diminished Chords. — The
chords hitherto described have a major or larger
third at the bottom. Chords of this kind are by
far the most acceptable to the ear. Their tones
have a perfect agreement in every respect—a full
sonorousness. But for contrast and for variety of
mental effect, chords which have a lesser or minor
third at the bottom are necessary. The miner
chords of the scale are R, L,and M. Let the pupil
point them out upon the modulator. They are glad
of doubled thirds, even in the 4 position, p. 27. Far
less sonorous than even the minor cherds is the
chord T7e, for it has an imperfect or diminished fifth.

8t. Co. (New.)

The Grave Ray.—When the tone r is required to
tune with f (as m tunes with 8, and 1 with 49,
and when it is required to tune with 1 (as 4 tunes
with s, and f with @'), the ear of singers, and of
quartet players on stringed instruments, natura
seeks to produce the r a little lower than when it is
required to tune with s and t. When we wish to
distinguish this lower or “grave” form of r from
its commoner form we call it Rak,—to make it cor-
respond, in its vowel sound, with Feh and Lak.
The interval between rak and ray is called a komma.
General Thompsen, who first drew attention to this
point in his “ Just Intonation,” says that in the
chord 7S the acute form of ray is nsed because it
is more impertant that it should agree with the root
and third of a chord than with the dissonant
seventh. His “Enharmonic Organ” proves this.

The Chord Ray, r, f, 1, (more properly called
Rah) is the most used of the miner chords. It fre-
quently occurs in its @ position when the bass moves

-
thus— | r :s, |d | But it is most commonly found
in its J position. See Ex. 124, Let the pupils laa
this exercise, dwelling on R$, and listening to it.
‘When F is called the “ Serious ”’ chord, R, from its
similarity of effect, especially in its & position, is
called the semi-serious chord.

The Chord Te, t,, r, f.—The root and fifth of this
chord form the ¢ Partial-dissonance’ described at
page 36, and follow the rule of “Resolution” there
described. This cherd is much used asa “Substitu-
tional Cherd” for7S. In many places in which there
is not room for 7S, or where "g does not allow so
pleasant a mclodic flow in the parts, this much
weaker chord is substituted. Itischiefly usedinitss
position,whichislessharshthan thesposition. Listen
well to T4 in Ex. 125. See Tain Ex. 126.- T, in its
relation to S and?S, iscalled the weak moving chord.

The Chord Lah, 1, d, m, has its chief use in the
miner mode, which will be described in the next step.
Apart from this, it is nsed almost exclusively in its
a position, Lb being seldom seen, and Le¢ never.
La is used, interchangeably with F, when the tone
1is wanted in the bass, and when a minor cherd is
required to set off the clearer sonorousness of the
major. Let Ex. 126 be laad and the L dwelt upon.
Notice that S can resolve into L, as can also ’S and
T,—for special effect. L, from its proper mental
effect, is called the sorrowful cherd.

The Chord M, m, s, t, though in itself as good as
any other miner chord, for some reason not yet suf-
ficiently explained is rarely used in Modern Music.
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Perhaps the mental effect of its fifth contradicts
too strongly the mental effects of itsroot and third.
The tone f in 7S also contradicts the mental effect
of the rest of the chord, but it is a decided disson-
ance, and is easily resolved downwards. MM is
called the wnmeanirng chord.

The Chord 7R has, in it, the dissonance d against
r with which we are already familiar in the less-used
chord 4S. See pp. Zl, 27. The dissonating d is
prepared and resolved in the same way, in this
chord also. 7Ré is much used in closes, as a ¢“sub-
stitutional chord” for F. Listen o1t in Ex. 126.

For fuller explanations of the habits of these
chords, reference should be made to “The Common-
laces of Music’’ and “ How to observe Harmony.”
We can only attempt here to awaken such an inter-
est in the subject, as will lead the singer to further
study. A thorough knowledge of the nature and
meaning of the music he sings, both heightens the
pleasure of the singer, and gives him confidence in
striking his tones. This infelligent singing is what
we are most anxious to promote.*

The Mental Effects of Chords are much governed
by the natural effect of that tone which is heard in
the bass, especially if it is doubled. But the chief
source of mental effect in a chord is its xoot. It
follows therefore that the clearest mental effect of
a chord is that which it gives in its @ position.
It then best developes the proper mental effect of
its root. This should be shown by experiment.

Ex. 123. xey G. Tuning Exercise, as above.

~ ~

Is miealaps o || s i
ni{d:f|m:-jt;|d:djt rd:-
ld d:fild:-lls |d :f.ls.:sl d :—I

’Be hold-how good-and HOW | PLEASANT IT
15 — || 'For brethren-to dwell ’to | gether in
u ni ty —

As the | dew of Hermon — | And-as-the
dew-that-de scendcd-up on ’the | moun — tains
of Zion —

. ’'For there-the

i o f n:—‘

Lord ’com | manded the

blessing — || Ev en | life for ev er more —
. 'The grace-of-our Lord — | Je sus
Christ — | Be — | with you all A men —
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I;]\x. 124, xey A. Tuning Exercise, as above.

g o)

n|f:r t,:—ld L, S T s tds—

d [L:Lss-Ys 11:d d:t||d:—|
d

I
d [fi:flsie=-fim {f:]fs:8ld -
"The Lord — | bless — thee — | And —

| keep — — — thee —
. 'The Lord make-his face | shine up
on-thee — || And be | gra cious un to thee —

"The Lord-lift wup-his counte nance-up
Jon — thee — || and — | give — thee — peace —

Ex. 125. xev A. Tuning Exercise, as above.

mmcf s:—”; fmrm:r d:-‘
dalid cid ity o =4 d i ed e Cat dRs
dvd:h’s‘:— m,lr.:d.ls,:s,|d:—l

Ho every one-that thirsteth 'come|ye to-the

waters — || And he-that hath-no money
| come ye buy and eat — || Yea come
buy | wine and milk — || without — | money
and-with out — price —

. . Whereforc do-ye spend money ‘for
that-which | is not bread — || and-your
labour for | that which satis fieth not — |

. . Hearken diligently unto me ’and eat-ye
|that-which is good — || ’and lei-your soul
‘de | light it self in fatness —

'In cline-your ear 'and|come unto me — ||
Hear — | and your soul shall live — |
Seek-ye-the Lord while-He | may be found
— || Call ye-up|on Him while He-is near —

Ex. 126. xey A.
’|’r? s:f n:—l? f mir:r|d:-
d m:r|d:-/d od |d st ld 2 -
‘d d:s, l,:—]hlt,:d f.:s.’d:—l
Now unto | him-that is

do-exceeding-A BUNDANT LY
ask or think —

. ’Ac cording to-the power ’that | worketh

Tuning Exercise, as before.

able — || . ’to
’a bove | all-that we

in ws — || . ‘'unto him-be glory-in-the
church | by Christ Je — sus —
THROUGH — | 0UT aLL AGES — | world-with

out |end — A — men —

* For dogmatic summary of the subject see *Mus. Theory,” Book V.
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Ex 127. Name, pulse by pulse, the chords with
their positions and constitutions, of Exs 122 to 126.

Cadences.—It has already been noticed (p. 9)
that music naturally divides itself intoshort portions
or phrases. No one can sing over a tune without
ulso observing that several such phrases together
naturally form a larger divison of the melody, and
that these larger divisions close in such a manner
as conveys to the mind with moro or less complete-
ness, a fecling of rest. These resting-points in a
tune are called cadences. The teacher can sol-faa
several melodies, and ask his pupils to hold up their
hands, or make some other signal, when he comes to
the natural points of rest. These cadences cut the
tune into larger portions which we call Sections.
These Sections correspond with lines in poetry.
When harmony is added to melody, tho cadences
become more marked and decisive, and the chords
move towards these Foints of restina very clear and
marked manner. Properly speaking a cadence in
harmony consists of the two last chords, but other
chords approaching such a cadence are very care-
fully marshalled. T'he principal cadence is that of
the Tonic. Listen to it in its various approaches
in both cadences of Ex. 86, and 123, and 1n the se-
cond cadenceof Exs. 85,124, 125,and 126. Notico
that the chords F, S, D, contain all the tones of the
scale, 8o that when these three chords procced to a
cadence it is as though the whole scale were sum-
moned to do homage to its Tonic. Among these
Tonic cadences however is one in which the Dom-
inant (S) is omitted, und there is nothing but the

rogression of the Sub-dominant (F) to the Tonic.

his is called a plagal cadenco. It producesa very
solemn effect when tho key is well established in the
car. ScoEx.123. The cadence nextin importance
to the Tonic is that on the Dominant. Listen to it
with its various approaches in Exs. 85, 124, and 125.
This cadence is felt to be one of cxpectancy as well
as of rest. The only other cadence to be here
noticed is that on L, just where from the common
habits of cadences D would bo expected. This we
call the Surprise cadence. Listen to it in Ex. 126.

C Positions.—The ¢ position (p. 26) of chords is
chiefly used in D¢, as the third-last chord of a
cadence. Sce Exs. 85, and 124. 'There is this great
peculiarity about the third position of D, that it
asserts the key very strongly, for wkile the chord
itself is the Tonic, the Dominant of the key is
allowed the cmphasis and importance which belongs
to the bass tono of a chord. When the cadence

8¢, Co. (New.)
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moves thus, F, D¢, S, D, it is as though the music
in coming to a close swung like a pendulum from
Sub-dominant to Dominant, passing through the
pointof rest—the Tonic—to which it finally returns.
The ¢ position of chords is in its own nature unson-
orous and partially dissonant, the ear is not satisfied
that any other chords should use it except those on
the Tonic, Dominant, and Sub-dominant, It com-
monly has some apology in the melodic motion of
the bass. It is either ‘* passing,” or ‘‘continuing,”
or “accented and moving stepwise.”

Constitution of 7Sand Minor Chords.—(Comparo
p-27.) Differing from consonant major chords, 7S
allows its third to be omitted, because by the help
of its seventh, there still remains a third in the
chord. Minor chords also differ from major chords
in allowing their third to be doubled in the & posi-
tion, because as the minor chords are in themselves
somewhat harsh and unsonorous, additional sweet-
ness improves them.

The Steps of the Scale.—\We have now learnt the
complete common scale of music, and have seen that
these seven peculiarly related tones produce certain
effects on the mind by virtue of that relationship.
We have scen also that these mental effects repeat
themselves in ¢ Replicates * or Octaves.*

The pupils should now beled to observe the Steps,
from one tone to the next, of this scale. The
teacher may laa the scale and ask his pupils to tell
by ear where the tones lie closest to cach other.
They will quickly see that the two Little Sicps,
are between m f and t, d. They will not be able to
perccive by ear but they may be told, as a mathe-
matical and musical truth, that there is a difference
among the other steps of the scale,—that the threo
Greater Steps aro between d r, f 8 and 1 t, and that
tho two Smaller Steps are between r m and s 1.
The differcnce between rayand rak called a komma, is
the differenco between a greater and a smaller step.
The scale may therefore bs described as consisting
of two little steps, scparated one way by a couple
of steps, and the other way by a triplet of steps.
One little step has a “major third”’ (couplo of steps)
aboveit,and the other has what is called a “tritone™
(triplet of sbeps) above it. Doh may be defined as
that tone of the scale which stands on a little step
with two steps and a littlo step above. The great
characteristics of d are, first, that one little step
leads up to it, and second, that the other littlo step
leads down to its third above. From t, up to f we
have a major third with little steps above and below

* See fuller analysis of Scale * Mus. Theory,” Book I., pp. 5 to 10.
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it. From f up to t we have the peculiar interval
called a tritone.

Thus t and f become the most marked character-
istic toncs of the scale. From their mental effects
t may be called the sharp tone of the scale, and f
the flat tone of the scale. We shall presently see
how the whole aspect of the scale changes whenever
t is substituted fora £, or f for a t. It may be worth
notice that the interval from ¢, to f is slightly great-
er than the true Tritone from f to t. Both contain
amajor third, but one has,in addition, to a major third
two little steps, and the other one greater step,—
and two little steps are larger than one greater siep.

Perception of Transition.— Transition is the
“passing over” of the music from one key into
another. Sometimes, in the course of a tune, the
music seems to have elected anew governing or key-
tono; and the tones gather, for a time, around this
new key-tone in the same relationship and order as
around the first. For this purpose one or more new
tones are commeonly required, and the tones, which
do not change their absolute pitch, change, never-
theless, their “ mental effect” with the change of
key-relationship. To those who have studied the
mental effect of each tone, the study of “transition”
becomes very interesting. At the call of some
single new tone characteristically heard as it enters
the music, the other sounds are seen to acknowledge
their new ruler, and, suddenly assuming the new
offices he requires, to minister in their places around
him.

The musical fact, thus dogmatically stated, may
be set before the minds of pupils in some such
such way as the following :—

“ Listen to me while I sing to youa tune, I
shall ¢figure’ the first line, and you will tell me
what tone that is on which the figure ¢ eight ’ falls.
The tune beginsons. Whatis‘eight?’” Teacher
sings to figures as below :—

xey F.
fis |s P S AR G Rl R
1%L

SRR s 6. 7. . 8
“Yes, the ‘eight’ was s. What is the mental
effect of 87” The grand or clear note. ¢ Can you
tell by your ears, the difference between s and d?
‘Which gives the fullest feeling of repose,—is the
stronger resting tone?” d. I will sing the second
line of the tune. Tell me the effect on your minds
of the tone which »ow falls to the syllable ‘eight.’”
Teacher sings as follows :—

St. Co. (New).
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“Was that s—the grand, clear trumpet-tone, or
d the firm, final resting-tone ? Listen again,
while I sing otk lines, and you compare the two
‘eights.’”” Teachersings. ¢ What was the differ-
ence between them ? Yes; the first was s and
the second sounded mere like d. And yet, let me
tell you, the two sounds were exactly the same in
pitch. How came the second ¢eight’ to produce
so different an effect on our minds? What made
it so much a tone of rest and conclusiveness? . .
Let us take the Modulator, and you shall sol-fas the
two lines you have heard as I point to them.” ‘The
teacher points while the pupils sing, but gives the
f of the original key where the accidental occurs.
Thus:—
b S L T R AR 1 e
t §

“Was that as before?” No. “But try it thus
again. Did the s sound like d then? Was
it any way different from the other s?” No.
“ Therr what do we want to make s sound like d?”’
A new tone instead of f. ¢« Very well. Then we
will call the new sound fe, and sing it properly.
They sol-faa it from the centre column of the Modu-

lator. “You fcel that you have passed over into
a new key.”

The same musical fact, in another transition, may
be shewn thus:—

“XI will figure two lines. Tell me what is the
mental effect of the first nine and of the second
nine? Kach line begins on d. What is nine?”
The teacher figures without the modulator—

KEY A.
%:d fim:rjd:-: l'm:l,:s,lf.:-
IO 3: 4. 15, G5 '8 o “
(:d f smcrd o= s glitagiiEss =,
USSR 35 5.4 15 L ORI gl o ‘

The first n#ine had strongly the effect of f; the
second had the repose of d. * Yes, but they are
both exactly the same teme in absolute pitch!
What has altered the mental effect of the second 2
You introduced a new tone instead of t.. ¢ Yes, it
was the new tone which changed the effect of f.
Then let us call that new tone tau (spelt ta) and
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sol-faa these two lines from the modulator.” They
sol-faa. ¢ You feel that we have, as before, passed
over into & new key, but into a different new key.”

Distinguishing tones of transition.—When tran-
sition is made by means of a new tone instead of
f, the mental effect of the new tone is felt to be in
contrast with that of the tone blotted out. The
desolate tone is changed for a piercing tone, and
the slat tone of the old key is thrown out to make
room for the sharp tone of the new. Wae therefore
call fe the sharp distinguishing tone. When tran-
sition is made by the introduction of another tone
instead of t, it 18 felt that the sharp piercing tone
of the old key has been exchanged for the flat
desolate tone of the new key. Taw is therefore
called the flat distinguishing tone. The teacher
will know how to make this evident to the ear of
the pupil.

Melodic tendency to transition.—Let the pupils
laa (not sol-faa) from the modulator such a passage
a8 this : —

KBTDt: -dl 1~ l-
’Id cmf |8 't. X EIRNE W &S }

Ht =1 :—‘s :—II‘ :—|s z

and they will fes! that the f sounds unnatural. It
is more natural to sing a sound which is “under-
leading-toue to s, as t,is to d, a sound which we
should call fe. Let them sing it again, using fe,
and they will feel that the mental effect of t 1 s
has become that of m r d. The reason is that our
ears are 8o much accustomed to the two full “steps”
m r and r d leading down to a key-tone, that
whenever they perceive similar intervals accented
in a similar manner they prefer to interpret them
as m r d.

Try the only other interval of two full steps in
the scale, 1 8 £, and you will find the same habit of
ear, the same fendency of mind to interpret this
interval asm r d. Deal with this example as with
the other.

xey D.

{'d om: s =t Id' 3 W | & :—g

Is :—}

> =
Hf.l.l ifos:l !f :

- Tt = |1 n
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Here t is felt to be the unnatural tone. You
want an “over-leading-tone” to 1, as f is to m.
The ear naturally interprets the constantly repeated
f s lasd r m, and desires to make the last three
tones m f m. Indeed it may be noticed that the
“tritone,” as a mclodic progression (with its three
long steps) is not loved by the ear, and that the
lower part of the scale is much preferred to the
upper.

Adjacent keys in transition.—Such transitions
as have just been studied are called transitions of
one remove, because only one change is made in
the pitch tones used. When 8 becomes d the
music is said to go into the first sharp key. When
f becomes d we say that a transition is made into
the first fiat key. KEighty per cent. of all the
transitions of music are to one or the other of these
two keys, and of them the first sharp key is the
ono chiefly used in “principal transition,” or tran-
sitiou from the principal key of the music. The
relation of these two adjacent keys should be very
clearly understood by the pupil, and he should be
led to notice how the pitch tones change their
mental effect. This may be proximately described
by the table below.

Piercing t  becomes  Calm m.
Sorrowful 1 5 Rousing T.
Grand s o5 Strong 4.
Desolate f is changed for Piercing t.
Calm m  becomes  Sorrowful 1,
Rousing r - Grand 8.
Strong d Desolate f.

If the teacher has a black-board, it will be well
for him to let his pupils construct the new key by
the side of the old one in some such way as this:—
*1 have drawn the scale [as at side

and you will see that I have observ:
a f carefully the shorter distances between
te m | mfandtd. Letussupposethatour
8 is changed into d. To represent
lah r this I write d on the right of s.
‘What change now takes place in the
soh—d mental effectof 8?” , , “Inthat
t case what will 1 become, and what
fan” ' | will be the change of mental effect?"’
1 » » “Whatwill t become, and how
mé L | will it change its effect?” . o
“What of m?” , , ¢“What of
A & | 2P . e “What JOENEER RS
““What becomes of f ? Is there a
doh f | Step or a Little Step between d and
the tone below it ?* , o ¢ What

——
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is there between 8 and f? , , “Then f isnot
near enough to the new d to form a proper ‘leaning
tone.” We therefore banish f from the new key,
and use fe instead. This is the principal change
of mental effect which occurs. How will you
describe it 7’ Again the teacher may say ‘“Let us
suppose that f has become & new d. I will write
d on the left hand of f. What shall I write on the
left hand of m ?—r P—d ?P—s?—1? What becomes
of t?” , » “Yes, the new flat tone is put in its
stead.” T

Returning Transition.—As a rule all tunes go
back again fo their principal key, but the returning
transition is not always taken in se marked a
manner as the principal transition, because the
principal key has already a hold on the mind, and
the ear easily accepts the slightest hint of a return
to it. Commonly also it is in the principal transi-
tion that the composer wishes to produce his effect,
and in which he therefore makes his chords
decisive, and his distingmishing tones emphatic.
It is not always so, however, and in hymn-tunes
the returning transition is often as beautiful and
effective as the principal transition. Let it be
carefully noticed that the return to the original
key is the same thing in its nature as going to
the first flat key, so that a study of the mutual
relation of these two keys is the groundwork
of all studies of transition. For convenience
of memory it is well for the student to draw

8 diagram of a principal key with its first

sharp and first flat keys, and to

s a1 learn by rote the relations of their

m | Dotes. Thus let him say aloud “d f,

4 t ds; rs,rl; mlmt; ftot, £d; s

=4 dysr; Ir,1m; ttof, tm. It may

M 1 T pe interesting to mention that in

passing to the first sharp key, the new

r g d | %requires the old 1 to be raised a

JSfe—t, | komma to make it into a new r. If

da f it were necessary, this form of the
t, m 1,| tone might be called Lay.

Notation of Transition.— Tonic

1 r s, | Sol-fa pupils always prefer that their

! '| notes should correspond with the

s, d 1 mental effects of the tones they

represent. We therefore adopt the
plan of giving to some tone closely

eceding the distinguishing tone, a double name.
%e call it by its name in the old key as well as by
that which it assumes in the new, pronouncing the

8t. Co. (New.)

old name slightly and the new name emphatically,
thus M’Lak, S’Ray, D’ Fah, &c. These we call
bridge-tones, and write them thus—m], sy df,
We call this the Perfect Method of indicating transi-
tion. But when the transition is very brief we write
the new t as fe, and the new f as ta. This is called
the Imperfect Method. The teacher will point on the
medulator and teach by pattern such phrases as

jld tm |s :d' |sd :t; |d

or |[d :m |s :d |s :fels

and |[d :m |s :ds|f :m |r

or |d ::m - |s , vdtat s
making the pupils sol-faa in both ways. Occasion-
ally the transition is taken as in Ex. 129 and 123
on a bridge-tone which is %o common to the
two keys. In these cases we write the ¢ better”

notation of transition thus:—

£ :fety |d or . it :taf |m

Signature of Transition.—The signature of the
new key is placed over every transition when
written according to the perfect method. If itisa
sharp key (i.e. to the right on the modulator) the
new tones are named on tke right of the key name,
thus, A. t., or (if two removes) A. t.m.
If it is a flat key (i.e. to the Jeft on the modulator)
the new tones are placed to ¢he left, thus,
f.B?., or df. B)., and so on. By this the
singer knows that he has a new f or a new { to
expect. More distant removes would have their
two or three other distinguishing notes similarly
placed.

Mental effects of Transition.—The most marked
effects of transition arise from the distinguishing
tones which are used. Transition to the first sharp
key naturally expresses excitement and elevation ;
that to the first flat key depression and seriousness.

Manual Signs.—It is not advisable to use manual
signs in teaching transition, because they are apt
to distract attention from the modulator with its
beautiful “trinity of keys.” The greatest effort
should be made to fix the three keys of the modu-
lator in the mind’s eye.. But if, on occasien, it is
wished to indicate transition by manual signs, the
teacher may, to indicate transition to the right on
the modulator, use his ¢ft hand (which will be to
the pupils’ right) thus. When with the right hand
he reaches a bridge-tone, let him place his left hand
close under it, making the sign proper to the new

+ Bee other  presentations of Transition” in “ Teacher’s Manua',” pp. 187 to 133.
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key, then withdrawing his right hand, let him
procecd to signal the music with his left. He can
uso the reverse process in the flat transition. Signs
could easily be invented for fe, ta, ctc., but we do
not advise their use.

Chromatic Effects.—The ear forms such a habit
of expecting t to move to d! and { to move to m,
especially in cadences and other phrases meant to
decido the key, that a new effect arises when the
ear is disappointed of its expected gratification.
‘This is markedly tho case when a now t or a new {
threaten to decide for us a new key. Some of the

Ex. 127%. xex E. Effect of tho new t.

YOURTH STEP.

most startling and a few of the most beautiful
effects of modern music are thus obtained. Sece
more on “ Chromatic Resolution of Chords” in
“ How to Observe Harmony.”

Such exercises as the following should be care-
fully taught by pattern from the modulator. Let
them be first sol-faad and afterwards laad, the
voices lingering on the distinguishing tone. DBut
let the voices carefully mark the resolution (or
¢ progression ") of that tone, because on the reso-
lution it depends whether tho effect will be transi-
tional or chromatic.

B.t. . . ¢ d f
z’:d |n Sd s s, lf :—|n :mlgltl o d lr X |f :—rn “ t m
Ex. 128. kv A. E. t. - b ‘,{: ey
%:d lt. :d Im s |[f :— [m :xs |1 :t |d' :r‘|t :—'d' “
Ex. 120. xey ED. Effect of fo chromatic. Ul r 3—‘2'_
3|d 33 'n s lf : fe {s e ld' 33 |1 ;.8 Ife:f ]n :—” ?__f l
ix. 130. xex BY. Effect of the now f. JE
. . . . deb. . .' . I|r L
3,.1 ‘s| :d |t. 3 L N 3 ld : dg If 'n Ir 4§ ln ahy ld II
Ex. 131. xey F. f. B?. 8 d S
O L I R R L L it = [m i ebeeg
Fx. 132. xey B. Eﬂ‘eclt of ta chromatic. . ‘ {: 1,
Hh ) lr :d t :ta||l. 2 TH [ RN TR B :t?z.,lt. 3! In 3 s ld I
3 ri 8 d

Cadence Transition.—The commoncst form of
trassition to the first sharp key is that in which it
gives life and beauty to a cadence. Sce Exs. 133,
and 134. When a transition docs not begin before
the second-last measure*of a line, and does not con-
tinne beyond the cadence, wo call it cadence-tran-
sition. The first flat key is seldom used thus, but

see Ex. 141. We write cadence-transition in the
“Imperfect’” manner—that is, with fe or ta.

The Cadential Movement of the Bass.—[d :r s
or [r :r |8, sounds like |f :8 |d or s :s |d of the
first sharp key, and suggests transition to the
mind even without the fe.

LORD, WHILE FOR ALL.

Ex. 133. xex A. Firmly. Dr. Croft.
s\d n 3o n :d r R ] d ) il ishe b T m :fe (s
Sl. Lord, | while for |all man - [ kind we pray, In |ov - ’'ry |clime ana |coast,
sud, d 't d Ty £, s oyt cod T T d’.ty e s
(2. O guard our |shores from |ev - ;;- foe, Withl peace  our bor - ders bless ;

St. Co. (New.)

® Or the third last accent.
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8 1 Ll T e | bl
(0] HEAR US FOR OUR |NA - TIVE
Al e R d M 1, .t;:d
With | pros - p'rous| times our lecit - ies
3 Unite us in the sacred love
Of knowledge, truth, and Thee,
And let our hills and valleys shout
"THE SONGS OF LIBERTY.
PRAISE
Ex. 134. xev A. Joyfully.
e sd e (s 0 afolm
1. Praise to | Ged! O let us | raise,
e T R RS N R TEE (R 11K
2. Praise to { him who | made the [light,

GO s G B AR R T

Of  that | good- ness {let¢ us |sing,
CTL AR P U B TE T R ] TR
Praiseto | him who | form’d the | ear;

3 Praise him for our happy hours;
Praise him for our varied powers ;
For these thoughts that rise above,
For these hearts he made for love.

Passing Transition.—The commonest form of the
transitien to the first fla¢z key is that in which it
makes a passing harmenic ornament, not in a
cadenece, but in the middle of a line or near the
beginning. See Ex. 142, 144. The first sharp
key is seldom used thus, but see Ex. 170, 171.
‘We write Passing transition in the ¢improper”
manner.

Extended Transition is that which is carried
beyond a cadence. The first sharp key is much

ased in this way in hymn-tunes, often occupying

the second or the third lines, and sometimes the
greater part of beth. See Ex. 135, 136, 137, 140.

St. Co. (New).

N
T Al BIr I e achE s 2l d
LAND,—The | land we love the | most.
t ] f| oM f( & Sl.f| . My

crewn, OuR | FIELDS WITH | PLEN- TEOUS‘l NESS.

4 Lord of the nations ! thus to Thee
Our country we commend ;
Be thou her refuge and her trust,
HER EVERLASTING FRIEND!

TO GOD.

German Chorale.
IR 13 ST te 1 s i—
From our | heartsa song of |praise;
fi £ Im :fe |s, :fe |s ¢ —
Praiseto | him wholgave us |sight;
35 B8 L TG IR SR e B0 - 1)\ ) 1Bi
Whence our| lives and | bless - ings | spring.
FURSEER d :f |8 -difm. =
Will he [not his [chil - dren|hear? |l

4 Praise his merey that did send
Jesus for our guide and friend :
Praise him every Leart and voiee,
HiyM WHO MAKES ALL WORLDS REJOICE.

The first flat key is seldom thus employed in tunes
which are in popular use. It is rare to find such
an example of it as Handel gives in Ex. 143.

The Exercises.—All the early transitions, and all
the more diffieult transitions which follow, shoull
be well taught from the medulator. If thisis not
dene transition will become a cenfusion instead of
a beanty and a pleasure to the learner.

Missed Transitions.—If one ‘‘part’’ is silent
while ancther changes key fwice—when it enters
both bridge-tones are given in some old musie, thus
red, but this plan is not now adopted. When a part
enters after others which are already in the new key
the bridge-note is placed in brackets (a).
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£ BD.
fd :-.t)r :d |t :— I : (IR < 1 R el 5 St 2SS I, B
Trou - ble’s dark-est [ hour, Shall not make me |cow - er
I o-.slfy om |f i— £ @ d -0l s [fi oi— [m
@ - o f s :— |1 tytp— |[ffi— mdi:— |—
To the Spec- tre’s | pow - er, Never, never, never !
d :-.td L Im :— £ $1.8:— |sp.8:— lgmi— |— :
2 Up, my heart, and brace thee, 3 Constant, calm, unfearing,
‘While the perils face thee, Boldly persevering,
In thyself encase thee In good conscience steering
Manfully for ever. Manfully for ever.
Foes may howl around me, ‘Winds and waves defying
Fears may hunt and hound me,— And on God relying,
Shall their yells confound me ? Shall he find me flying ?
Never, never, never ! Never, never, never !

Ex. 138. Let this be practised until each syZlable (A4 - and men) can be taken with one breath.
xey C. DL 80. G.t Mainzer.

IR e e = (O ] vfs i | =" & ol
A o - - - - - - - l - men, A-;
aEEnE s U cr e i fdm) e — | c— 14 =@

f. C.
M. g ol -t

gl— GV 4 =R ’f gt I !
s I; = 1ol Py It] P | e I; f

d :— |—

men. ||
m 1= |=

O LITTLE CHILD, LIE STILL.

‘Words from the “Lamp of Love.” 4. L. C.
Ex. 189. xev D. Softly. M. 96.
tm In prasen L ls e =taf qm c=— @ |r == 1@ T 0l
1.0 lit - tle | child, lie | still and | sleep ! Je - sus is
2.0 ut - tle | child, lie | stidl and | resty— He sweet-ly
FANIERS SOt =ad, in. i — ¢ d :— :t, |t :— :— |d :d :d
3.0 it - tle | child, when| thou must | die, Fear no - thing
4. Then| with thy jan - - gel | wings quick| grown, Shalt thou as -
T 2 = L3gE r :n :fe |8 :— gt opdls i — - inm
near, THoU | NEED'ST NOT | FEAR ;— need | fear whom
sleeps whom | Je - sus | keeps,— the |morn - ing
T — it d :— :d t, 11— ir n :— :d
then,— But |say A - | men! com- mand, and
cend, To ' meet thy ! Friend,— Jo - sus the lit - - tle

St. Co. (New).
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B e ¢ b i (i e 1 e
Hal - le - lu - jah! Hal - le - ln - jah!

r :m |fe :— |s :s | 0 s 1 [t — jat = |f —
L AR e e e SR SRe-L ol G

Hal - le - - Il - - - - - jah! “
£ A S A =Y — d = | :

Ex.1482. xey Bb. M. 58. THROUGH THE DAY.

L anl g e Gl Ay SRR G SRR Sy e, TR 1 R GH TS TR (R [ TR
1.Throughthe day thy |love has spar'dus, | Now we lay us |down to  rest;
nierame sy e s s csy fmp oty A cd o [t dis) fs ife I'sp i —
2.Pil - grimshere on | earth, and strang-ers, | Dwell-ing in  the | midst of foes;
SEaRE Rt e detd o d oy ame bead st 1, s —
Throughthe si - lent| watch-es guard us, | Let no foe  our peace mo - lest: 1
m sy Isp 2l £ s dm ey (A4 :d [t.Yis s, :fe s :—
Us and ours pre-|serve from dang - ers, | In thine arms may | we re - pose,
AR S T iaad ey " qd cr ' m o f m 2 A —
Je - sus, now our |guar-dian be, Sweet it is to trust in thee.
MR st frpSife fl'sy  c — Img uf) s sl s Tempaldt a=
And, when life's short| day 1is past, Rest with thee in |heav'nat last.

Ex. 143. =x=Y F, f. Bb. GREAT IS THE LORD. Handel,
asssn: Of s :— g f — :n r — :nm Lpoor it
1.Greatis the | Lord: his | works of might De- |mand  our

3 g5q m o= mg | — :d s :— :d¢ (£, m om
2.Great is the | mer - ey |of the | Lord; He Ei;é;_ his

F. t.

dotesn i & ¢ d — LA OHCENSE B m s s dl A L s 1
o - blest | songs: Let his as - [sem -  bled| saints » 50
mLfirs oS BRS¢ - — [sEasEans T ad, o [d T 0 d N SRy
child - ren |food; And, ev - er |mind - ful l|of his
T J L O AR disib, v d :— :—
nite Their| har - mo - —ny—_ of | tongues.
G B R T — m IR s o8 =) —_— =
word, He |makes his pTo——- mise | good.
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G.t
= - - SRS AR WSS i | ey - reopda g aasity ol cavio voks)
cloud ? ‘What| says thy song, thou| joy -  ous thrush,
? m o= - |- mltdd - s s i~ fpm o i- iry moi- im)
tongue; There| is such glo - ry |on thy face—
Time, Stilll be it ours, in { care’s des - pite, To
f. C.
e TR TR [P R P 1 S SR B 0.8 8 el el ol SR
Up in the wal - nutftree? “I |Tove my love be -
?m B AR T 0 G T TR S S dmim o f :m |f :- :r
What can the mean - ing|be? e
join in  the cho - rus| free—
S0 S e e RTINS e I N O T L
% cause I know  My|love loves me, I |love my
m :- :dms :- :f |m - :=s 1= ;= }d - :=)-: mim :f :m
Mg 2= stagd = cd e - cs ot i- s et s - A - wlE s
love be-| cause I know My]| love loves me.”
[£f := :r|m :- :dms :- 38 |s :- :=|f := :=Im := := |- :=:

Pitching Tunes.—By this time the pupil is
probably possessed of a C' tuning fork, but that
should not prevent (it should rather promote) his
constantly exercising himself to remember ¢ one
C” (C') asrecommended p. 29. In pitching thekey
F, it is useful to suppose your C' 8, and fzl/l on
your key-note thus, s m d. The pupil will not
now find it necessary to run down to &, but will
fall upon it at once from his C. E may be pitched
by falling to m, thus, Cd' s m—rd. A may be
pitched by falling on 1, thus, C'd' 1 ~ 1d. D may
be pitched thus C'd' r' - r'd'.
pitched a little higher (sharper) or a little lower
(flatter) than any tone of the ‘standard scale of
pitch,” p. 29. The tones thus required are named
“Fag ,’ “E flat,” &c., and the sign D is used
for « flat,” and # for “sharp.” A sharp bears no
relation to the tone below it and after which, for
convenience, it is named, but its relation is to the
tone above it. To that tone it is an under-little-
step, as t; to d. It is like the f, in transition,
changed into fo. In order to strike it correctly we
sing the tone above and then smoothly descend a
little step to it. A flat bears no relation to the
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The key may be -

tone above it and after which it is named. Itisan
over-little-step (as f to m) to the tone belowit. It
is like the t, in transition, changed into ta. To
pitch it correctly in the cases of AD, G, and D,
we should sing the tone below and then rise to it
a little step. But in the more commonly used keys
of BD and ED itis easier and surer to pitch thus:—
For BD suppose your C' to be s and sing s f - fd.
For ED, suppose it to be 1 and rise stepwise to &',
thus, C'1 - t d.

Recitation.—The art of reciting well on one tone
is a very difficult but exceedingly beautiful one. A
pure and exact enunciation, making every word
stand out 48 it were in bright colours before you,
is a wonderful charm even in common speech, but
when one listens to the clear utterance of some
great singer, words seem like old friends arrayed
in startling beauty and inspired with new powesf
A good elocutionary recitation dependsdn the study
and practice of the most suitable rhythms, emphases,
and pauses for expressing well the meaning of the
words, and on a thorough mastery and careful
practice of the articulations and vowels of speech.
The emphasis of words belongs to elocution rather
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than to singing. The choice of accent also, in
words set to music, belongs to the composer rather
than to the performer. Varicties of rhythm the
pupil will learn in the study of chanting. But
the consonants and vowels, the articulations and
continuations of voice, are proper objects of the
singer's study. Of these, the vowels or continua-
tions are the more important to the singer, because
on them alone can a good tone be prolonged, and
every fault a man has in speaking vowels is greatly
magnified the moment he begins to sing. But the
vowels have already been practised to somo extent
in connexion with the voice excrcises, and will be
studied more fully in the next step. Besides, in
first attracting the attention of the pupil to the
action of his vocal organs it is casicr to begin with
the consonants. In preparing the scheme of exer-
cises on consonants and vowels, the author has
been greatly aided by old studies of Dr. Rush on
the Voice, and by Mr. Melvillo Bell's  Visiblo
Speech” and ¢ Dictionary of Sounds.” But his
chicf help has come from the generous and patient
personal assistance of Mr. Alexander J, Ellis, author
of “English Phonetics,” ¢Early English Pro-
nunciation,” and other works.

An Articulation is a joint. A joint implies in
this case both a separation and a connexion of
spoken sounds. The lips may come into contact with
one another, or the lip touch the upper teeth, or the
tongue touch teeth or palate. There may be thus
an absoluto or nearly absolute stopping of the
vowel sounds. And these points of separation are
also made points of junction, They aro joints or
articulations.

Qualities of articulation.—If the student produces
strongly P and B, without any distinet vowel
following them, as in la-p, t1-5, ho will soon notice
that P has a hard quality and gives nothing but
breath; that B has a softer quality snd something
of voice in it. In fact the larynx takes part in the
act of articulation. The same differences may be
easily noticed between the Tip-tongue articulations
T as in pe-t, and D as in mai-d, and between the
Back-tongue articulations K as in seck, and G as in
plag(ue). These we propose to call the two qualities
of articulation,—the Breath quality, and the Voico
quality.

Modes of Articulation, — If the student pro-
nounces carcfully the Lip-articulations P as in
shee-p, WH. as in wh-ile, and with the use of the
tecth F as in Zi-f(¢/, he will soon notice that in
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producing P the lips shut the passage of the breath;
that in WH thei' give it a narrow central opening ;
and that in F they oblige the breath to force its
way through chinks on ot/ sides of the paint of
junction. It is easy to notice the same difference
of passage in producing tho Tip-tongue articula-
tions T (with shut passage) as in be-f, S (with
central opening) as in e-ss, SH (central) as in la-sk,
and T H (with side openings)as in wra-¢/; and inthe
Back-tongue articulation K (shut)as in la-%(¢),and
Mid-tongue Y (central) as in y-owng. Again,
there is tho trill or tremulous motion of the tip of
the tongue for the rough R (written R’) as in
herring,—and a peculiar mode of articulation
called nasal, in which the voico resounds within the
nose, as for M, N, and NG. These we propose to
call the five Modes of articulation: shut, central,
side, trilled, and nasal.

Organs of Articulation.—The muscles of articu-
lation reside chiefly in the lips and the tongue, for
the toeth and tho palate are comparatively station-
ary. The work has to be done by the Lips, or by
the Tip, the Middle or the Back of the tongue.
‘We may call the Lips, the Tip, Middle, and Back
of the tongue the four organs of articulation.
These Organs, Modes, and Qualities produce the
following :—

The Lip articulations, P, B, WH, W, and M, are
casily understood. But it will be seen that in F
and V tho upper teeth act with the lower lips in
making the articulation.

The Tip-tongue articulations, T, D, I,, N, and
tho trilled R’ are also quickly understood. For
TH, DH it will be seen that the tip of the tongue
acts against the tecth. S, Z, and SH, ZH require
both the tip and middle of the tongue, the teeth
and lips also usually acting. S, Z use the ti
more decidedly than Sil, ZH. Theletters DH,ZH,
are commonly used by elocutionists to represent the
soft forms of TH, SH’:

Thetrilled R’ occursonly beforevowels. When not
before a vowel, R is vocal and modifies the preceed-
ing vowel, forming diphthongs. See pp. 143, 144,

YH and Y require no explanation.

CH and J are double articulations, or conso-
nantal diphthongs, and might be spelt 'TSH and
DZH. Hence they are not included in the table.

The Aspirate H is simply the sound of breath
driven sharply through the open larynx. Its im-

ulse comes from tho muscular floor on which the
ungs rest.  See p. 96,




Ex. 146. FOURTH STEP.
TABLE OF ENGLISH ARTICULATIONS.*
LIPS. TIP-TONGUE. BACK-
—~——— TONGUE.
SHUT. Lips. " Tecth. Palate. Mid-tongue.
Breath. Tk 1o o T IUL e G K
pea toe keen
Voice B = DR AR B Y G
bee T doe gain
CENTRAL.
Breath. WH F TH — 5o SEHE SN
wheel feed  thin —  seal rush  hew
(yhew)
Veice. w Vv DH — Z ZH Y N
weal veal then —  zeal rouge You
(roozh)
SIDE.
Breath. s il RPN e TR Sy
Voice. gl e e I A AR =l “+4
lay \
TRILLED.
Voice. 2 . R Ao =
oy ray o ¢
NASAL.
Voice. L0 £ U i 1 S NG
sum sun sung

How to sing a consonant.—A study of the above table will
shew how little there is in any of the congonants which can be
sung. The breath articulations with shut posture, P, T, K, have
positively no sound ; the hisses WH, F, TH, S, SH, YH, cannot
be sung at all, and should be made as short as possible; the buzzes
W, V, DH, Z, ZH, Y, are very disagreeable when continued,
although it is just pessible to sing them; the voice articulations
with shut posture B, D, G, are far toc smethered for singing ; and
although 1, R, M, N, and NG may be more or less murmured
or hummed, they cannot be properly sung. In passing, however,
from conscnant to vowel and vowel to consonant, that is from
one fixed pesition to another, the organs necessarily assume an end-

* . The | lips-pro : duce-with | shut : passage | ;ﬂ 8 ﬁu | izm 8
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less number of intermediate posi-
tions,and voice being uttered during
the time of this change, thereresults
a varying sound, which may be called
a Glide. This is not a glide in
pitch, but in vowel qualities. The
organs do not change much, and
there is comparatively little glide
between & and oo, but there is a
great change in the organs, and
therefore a considerable glide be-
tween & and ¢.. A similar dif-
erence may be observed between
the Glides % to «i, and % to oa.
It should be noticed that as long
as any two sounds, for example
m and ee, are kept separate, how-
ever closely they are put together,
there is no syllable. It is the
glide which makes sounds info
syllables. Indeed the only part
of a consonantal effect which can
be really sung is the glide. The
exercise of singing a consonant,
therefore, consists of making this
glide conspicuous by opening the
mouth well for the vowel and clos-
ing it smartly for the consonant.
All real intelligibility in singing
depends upon the manner in which
the singer brings out the glide,
taking care not to introduce puffs,
or to proleng hisses or buzzes.
On this exercise he will then con-
centrate his attention.

Ex.146. Enunciation Exercises
on the Lip articulations. Let the
following lines e sung as in a
chant, on the tone G, the pupils
taking extreme care fo make the
requisite distinctions of articula-
tion and to bring out the glide.
‘When an exereise has been sung to
the open ae it should be practised
with the other prineipal vowels az,
ee, au, oa, 00; for each vowel will
introduce a new glide.

B o ] >t >
| @aap : aab | aam : | aap : paa |

. The | lips-pro : duce-with | central : passage | Whaa : Waa | whae : wae | &e.
n . . =" =
t . The | lips-pro : duce-with |central: passage| fac : vaa | faa : Vaa | aat : ;vtj aat s Tea ]zv : Vaa |

St. Co. (New.)

* For Diagrams see “ Teacher’s Manual,” p. 193. + Don’t open lips.

1 Note, p. 62.
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Ex. 147. Enunciation Exercises on the Tip-tongue articulations.

; SRS

g >.The | Tip : tongue-pro | duces : . with | shut : passage | tea : daa | nea : | dat : ged | aan 0

| aat : taa | aed : daa |

Y : e g2

: .The | Tip : tongue-pro | duces : .with | centra: : passage [ 8ea: zaa | 8aa ; &c.*
: =25

s . The | Tip : tongue-pr&J duces : . with |central: passage| thaa : dhaa | lea : | a?th 3 andh | i

SE g L >
: | aath’: thee | aadh : dhea | &e.

Ex. 148. Enunciation Exercises on the Mid, Back. and trilled-Tip-tongue articulations.

.

=> P e
. The | Mid : tongue-pro | duces : . with | central : passage | shaa : zhaa | aash : aazh ]
>
¢ .The | Back : tongue-pro | duces: . with | shut : passage | k«a : gaa rngrm 8 IZk :7«3 |ﬁmg 3
: A >
: .The | Tip : tongue | trilled : .pro | duces : with | central : passage | Tas : Yaa | aaraa : aaras |

Ex. 149. Pronunciation of the Lip articulations. Recite on one tone (@) paying exact attention to
the thick letters. This will require close attention to a careful pattern. Where the pronunciation varies
from the spelling, the proper phonetic letters are introduced. The ending articulations and the double
articulations are very giﬁicult in singing. They must be delivered very distinetly but very quickly.

Cap, ¢ab, pull, bull, cup, cub, pet, bet, mop, mob, babe, babble, bump, peep, stopcock, upmost, leapt, map,
member, film, minimum, mumble, triumph.

When. wen, Where, ware, While, W:le, Whither, wither, whim, whip, wharf, whelm, whimper, whifle, whiff.

Fain, vain, fault, Vault, fsar, Veor, foist, voiced, {ifs, 1ive, serf, serve, safe, save, muff, puff, move, love.

Ex. 150. Pronunciation of the Tip-tongue articulations.

Bet, bed, tire, dire, neat, need, troll, droll, colt, cold, batch, badge, writer, rider, tight, tied, titilate, tetra-
gon, tittletattle, tantalize, avidity, oddity, med:tate, paint, pained, painless, nap, map, son, somne, muttn,
saddn.

Moss, moth, face, faith, seal, zeal, ice, eyes. hase, baize, sport, store, skope, 8ere, smile, Swear, sue, suit,
jezuit, spazms, feasts, fifths, desks, zest, assassin, sashes.

Death, deaf, loth, loaf, thew, few, thrill, frill, path, padhs, oath, 0adhz, mouth, moudhz, leth, ladhs, clodhz,
close, ladhe, lave, owez, loathsome, loadheth, fair, fair'er, mear, near’er, err, err’ing, fir, mirr'or, br'ide,
thr'ee, vex'ily, r'evelr'y, pr'uder'y, litter'ally, liter'ar'y, kolily, worldlily, listlessly, jollily, blidhely, boldly,
JSalsely, foully, cel-like, s11-l0ok, play, flame, glass, slave, saddle, kettle,

Ex. 151. Pronunciation of the Mid and Back-tongue articulations.

Kape, gape, klass, glass, karter, garter, Krate, grate, back, bag, duck, dug, peck, peg, pick, pig, frock, frog
packt, ake, sckt, strikt, picknick, quikset, kilik-kiak, kricket, clang, clan, thing, thin, dinging, dinning,
singing, sinning, angktious, compungktion, congkord, unghktuous, fungktion, longest, long-gest, rung, run.

Ashes, asses, shine, sign, Greeshian, adheghion, shaises, sneizhion, speshial, seizhure, Rushian, treazhure,
shrewed, vizhion, suspishious, intruzhion, datch, daj, bats, etch, lej, frets, leech, licj, beats. i

Ear, year, ooze, yeuz, booty, byuty, do, deu (dew, due), pyure, tyune.

Ex. 152. EFError exercises on the articulations.

“Foller,” follow, window, sorrow, pillow, shallow. “Rununin,” running, writing, speaking, walking,
singing. ¢ Laud,” lord, storm, worm, far, first, smart, worst. ‘“Gwacious,” gracious, great, green, rich,
rest, rough, right. “’appy,” happy, heaven, hymn, hail, when, why, which, while. “ Hone,” own, and,
air, ill, eve.

St. Co. (New.) * Don’t let final dh run into dhth, nor z into 2s, nor v into vf.
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«The soldier’s steer,” the soldier’s tear.
“That lasts till night,” that last still night.
“Study deceit,” studied deceit.

“ A languid aim,” a languid dame.

“ His cry moved on,” his crime moved on.

Collective Reading.—This practice, commenced
in the seeond step, p. 15, should new be revived
with great care and constancy.

Pulses and Accents in Public Speaking.—Any
one who listens to a good public speaker may notice
that the pulses of his speeeh are of equal length
and constant recurrence, like those of musie,—but
that he has a greater liberty of wccent. His accents
sometimes fall 8o as to divide the pulses into three-
pulse measure, but more commonly into two-pulse
measure. Some publie speakers even beat time
with their hands while they speak, and nothing
interrupts the regularity of their movement but
this occasional introduction of a three- pulse measure.
Both in poetry and in music if we begin in three-
pulse measure or in two-pulse measure, we must
eontinue in it. But in prose the two-pulse and
three-pulse measures are continually intermixed in
the same line. Let the pupil try to speak., in a
clear declamatory tone, and with proper emphasis,
the following words, and to mark the pulses and
accents of his voiee as he does so. He will then
soon understand our meaning :—* And suddenly
there was with the angel a multitude of the
heavenly host.”” The words “heavenly host” we
may, for the moment, leave out of consideration,
because in chanting they would belong to the
eadenee, and the cadenee is rhythmical musie—not
recitatien.

If we recite these words on a'single musieal tone,
and then write down the rhythms we have used,
they will probably have the following appearance: —

1 Two-pulse Measure. | Two-pulse Measure. /

"And sudden ly-f:here was " with-the
‘ Three-pulse Measure. Three-pulse Measure.
j 1 : o, 1 905 Wil

an - gel a |multi tude of-the

Here you notice that the first and second measures
are of two beats, while the third and fourth are of
three beats. Some of the old church chants had
three-pulse eadenees or closes. but in the recitations
the frequent occurrence of three-pulse measures is

8t. Co. (New.)
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¢ Luxurious oil,”” luxurious soil.

“ Pray to nobody,” prate to nobody.

“Make lean your heurt,” make clean your heart.

“ Proof of utility,” proof of futility.

“ Beer descending,” beard descending on his breast.

recognised by all who observe with care. Even
the following well-known musical responses shew
the natural tendency to the mixed-measures of
speech in distinction from the unehanging measures
of song. They are here given in variocus rhythmic
forms, as we find them in the “ uses” of different
cathedrals. In the three-pulse forms we may
notiee the Aeaviness of the second pulse when this
measure is sung slowly. Let each example be sung
in exact time and accent.

xey F.
g d = ll HR 1) d e
Spare us good | Lord.
xEY F.
g d g8l ER] d $ -
Spare  us good Lord.
KEY A.
d.d:d |d :-.dil.l:ty |d i —
Webeseech| thee tolhearusgood | Lord.
XEY A.
(ededid "aidad 1 d o Ljpeitinslid e "
( ‘We be-| seechthee tol hear us good | Lord.
XEY G.
ad d od.d [[d ) etEsli Pl
Andblessthinein- | her - 1i - tance.
xEY G.
' d d el HET A 1[.1|.‘1(
And | bless thine in-| her-i - tance.

And, in reciting “ Thou art the everlasting Son,"”
every one will admit that it is better to use the
three- pulse measure, thus—

| Thou : art-the : ever | last : ing | Son—
than to sing thus—

| Thou : art-the | ever : lasting | Son—

Chanting.—The chant is intended to aid the
united recitation of prose words by many people.
It supplies, therefore, a single tone for the recita-
tion, and a shert musieal phrase for the cadence of
each line of the words. A melodic cadence at the
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end of sentences, is natural to public speakers when
they rise into an excited state of mind: whether
they be fishwomen quarrelling in Billingsgate, or
preachers closing their discourses among the moun-
tains of Wales or of Scotland, or even ministers of
the Society of Friends speaking or praying under
strong emotion. The reciting tone may be as long
or as short as the words require, Itisindicated by
a Hold ~ placed over the note. I'his elasticity of
tho reciting tone should always be kept in mind by
the accompanist as well as the singer. The music
of a chant should always bo learnt familiarly and
by rote, before itis sung to words. Then tho words
should be taken line by line, and taataid by pattern,
cloarly recited by pattern, and sung to tho music.
At the present step tho pupil must obey exactly the
marking of the recitations. Afterwards he may
learn to make “markings” of his own. The
present labour will bo repaid not only by the great
enjoyment there is in a freely delivered chant, but
also by marked and valuable improvement in
Rhythmical Perception. Tho teacher can beat
time in pulses, or better still, uso a metronome. 1f
he uses a baton let it movo simply from left to
right and back again ; ho will then have his accent
sometimes on ono side and sometimes on the other.

Ex. 163. Learn as above the rhythms of Ex.
123. Notico cases of three-pulse measures in the
recitations next defore the first cadenco of the first
verse, tho second cadence of tho second verse, the
first cadenco of the third, and tho first cadence of
the last verse. 'I'wo-pulse measures are much more
common in this position.

Ex. 1564. Learn as above the rhythms of Ex.
124,

Ex. 155. Ditto Ex. 125. Notico three-pulse
measures from the beginning of tho first recitation
of the first verse, of the first recitation of the third
verse, of the first recitation of the fourth verse, and
of the first recitation of tho fifth verse.

Ex. 156. Learnasabove therhythmsof Ex.126.

Trme.

The silent quarter-pulse is indicated, like the
other silences, by a vacant space among tho pulse-
divisions. It is named se on tho accented and se
on the unaccented part of tho pulso. ‘The time
exercises should be taught as directed, p. 19.

Ex. 15%7.

11 lea 1 |l
g

TAA TAA-TA1
St. Co, (New).
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sufatefe TAA-TAL
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xey G.

|d tm .8
xey G.

[m e 2 d
xey D.

I's T B
xey D.

|s tml =g
Ex. 158.

g | % B % I8 (R |

tafatefe TAATAI

Key F.

|dorumaE 28 .8
=gy F.

| miTRdat, td- S d
xey D,

|smdm:is .m
xey D.

Ims.md :m .8
Thirds of a pulse are indicated by a comma
turned to the right, thus—:
third of a pulse is named Ta4, the sccond third Ta1,
the third third Ter, and the silences and continua-
tions are named in the same manuver as before.

.vgﬂ

Ex. 1563—160.

o wmanifed d: i

AR B ST ]

T o.m

Be i |

1 s toddm e ey

[1,1 5 rlsloesls

tafatese tafatese
8,8 .my s moTd
| £,2 /27, :m mEmiE
'rmf, e st
| £ 5 otifie. s A

< I "The first

Ex. 159.

1 LR B F |t T T

“ TAA taataitee Taafe TAASAT ”
xey F.

|d e f m -~ ]
xey F.

|m £t ax im d Sd 1N 1
xEY A.

|s tim d m |s S 18 1
KEY A.

|m s @ | alosatialig wdi oid i
Ex. 160.

gl WL sl T (1IE ) i “
TAATATL TAsfe tataitee TAATAI
KEY F.

|d .r m f o G TS
xey F.

{m 2o R o dm £ A SR
XEY A.

|d Mg m % S R oy e
KEY A.

|m .d s ol s T i
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Ex. 161.

0L AT o (SRS (D R N 15 S (R | “
" taataitee taa-aitee  tafatefe TAATAI
xey F.

jd m 8 tm ~ & |[d,r mf s s |
KEY F.

T2y GRS S S S, B ST QRN S |
XEY A.

RasEt A famie SRdN el orm ST st
KEY A.

i M T 20 L I 5 N S Y S |

What is a pulse?—It will be noticed that the
six-pulse exercises in this step move more quickly
than Ex. 80, and that the time is mest easily
indicated by “beating twice to the measure,” as
directed p. 24, and might have been written accord-
ingly in two-pulse measure. Ex. 175 might have
been written thus—

; x. ‘sls :—.—.s\s :—‘—‘sl s‘-‘s:n"-.r'g
¢|d
!

‘The present plan is only adopted for the sake of
greater clearness to the eye in the time divisions.
All such rapidly meving tunes should be faataid
as “I'wo-pulse measure abounding in thirds.” It
will also be noticed that many of the rhythms,
given in our time-exerciscs might be written out
more fully by making one measure into two. Tunes
are diffcrently written in this respect in the
common notatien as well as in the Tonic Sol-fa
notation. Xven Handel in one copy of a tune
puts into two measures the music which in another
copy he puts into one measure and in yet another
into four measures. The principle which seems
to guide composers is this. ‘I'he quicker they wish
the music to be sung the fewer measures they
give it, and the slower they wish it sung the
more measures they divide it into. They know
that singing quickly makes the accents slighter
and less observable, and that singing slowly
developes accents which would otherwise have
been scarcely noticed. As in common life it is
only by eccurrences that we can mark the flight
of time, so in music it is only by accents tkat we
can measure out our tones. The accents of a
musical passage may be distinguished as the prin-
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cipal and the subordinate oncs. The principal
accents should be marked by the divisions of a
measure,and the subordinate accents by the divisions
of a pulse. Whether any particular accent is
principal or subordinate depends much on the rate
at which the music is sung, and is always a matter
of judgment. A pulse or beat we define as a unit
of the principal and regularly recurring accents of
a tune, but a pulse is not in all cases an absolute,
undeniable, unmistakeable unit. It is “a measure
of estimation.” The composer sings or plays or
Jfeels his music, and where, in his estimation, the
principal accents fall, there he writes the great
pulses of his measure, the subordinate accents
falling into their places within those pulses. But
if the subordinate accents are numerous and regu-
larly recurring, it is often better for the clear
reading of his music that he should treat them as
principal accents. Unfortunately in the common
notation there is no certainty which note (crotchet,
quaver, or minim) the composer means for a
“heat.”” If writers made it a law that the crotchet
(for example) should always stand for what they
mean to be @ beat of their music, we should have
no difficulty in understanding them, but even the
same composer represents a pulse at different times
in different ways; so that the Tonic Sol-fa tran-
slator is obliged to listen to the music, feel the
accents, and write accordingly.

Beating Time.—Hitherto the pupil has not been
allowed to beat time. He has only learnt to sing
in time. Because no one can well learn two things
at once, and, consequently, those who try to do so
are constantly found beating to their singing
instead of singing to an independent, steady beat.
There are some, however, to whom the swing of
the hand or the motion of the foot easily becomes
instinctive. The beating goes on without need of
thought or attention—like the swing of a pendulum.
Such persons and such only can use beating in fime
as a criterion of singing in time. Hitherto the
teacher has been the standard of time for his pupils.
He has infused into them by watchfulness, by
criticism, by decision, his own feeling of time. He
is striving throughout to make his pupil’s sense of
hearing appreciato time; but when that failed,
there was always his beating (communicating time
through another sense, the sense of sight) to correct
them. If he wishes. now, to give them a criterion
of their own, be may proceed as follows. The
teacher says, * Watch my beating, and do as I do.”
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He beats the four-pulse measure at the rate of M.
60. The pupils imitate him. This should be done
by one hand, silently, chiefly by the motion of the
wrist (the thumb being always upwards), and with
very little motion of the arm. The finger should
pass swiftly and decidedly from one point of the
beating to the next, and it should be held steadily
at each point as long as the “ pulse” lasts. When
this is properly done, the teacher will say, “ Now,
you shall beat one measure, I the next, and so on.”
This not-easy exercise accomplished, a more diffi-
cult one is proposed. Let each pupil beat one
measure, in turn, all taking care that there is no
pause nor variation in the rate of movement. A
moro diflicult exercise still—but most useful for
establishing the sense of time in both ear and
mind—will be for the teacher and pupils to beat
time together for a few measures, and then at a

Two-ruLse Measure.  THree-ruisE MEASURE.

up!

ype

.e

OWN oown | RICHT ¢

Nore.—It is better to beat the sccond pulse of
“ three-pulsc measure ” towards the right, than (as
somo do it) towards the left, because it thus corre-
sponds with the medium beat of the ¢ four-pulse
measure,” and the second pulse of three-pulse
measure is /ike a medium pulse. It is commonly
treated (both rhythmically and harmonically) as a
continuation of the first pulse. Similar reasons
show a propriety in the mode of beating recom-
mended for ¢ six-pulse measure;” but when this
measure moves very quickly, it is beaten like the
“t;vo-pulse measure,’”’ giving a beat on each accented

ulse.
. M. 60.—Efforts to remember this rate and twice
as fast, M. 120, and about Aalf as fast again, M. 92,
and between that and 60 Zwo rates, M. 80 and M. 72,
and between that and 120 one rate, M. 106, should be
frequently made, as recommended, p. 34. By self
diseipline this can be done.

8t. Co. (New.)

Four-PuLSE MEASURE.

—
“ LEFTS

given signal to drop the hand, and pause for one,
two, threce, or more measures (as the teacher may
have fixed beforehand), and to begin beating again at
the right moment. In this exercise you will soon
notice how fast time goes with the ardent tempera-
ments, how slow with the heavy-minded, and how
difficult it is for any one to attain an exact sense of
time. The same series of exercises will be pursued
in three-pulse measure, in two-pulse measure, and
in six-pulse measure. A metronome may be intro-
duced as a test, instead of the teacher's own judg-
ment. There are various ways of beating time.
‘We recommend the following as the most appro-
priate and the most clearly visible. The direction
of the motion is from the thinner to the thicker
end of each dash. The thick end of each dash
shows the “ point of rest " for each pulse.

SI1X-rvuLss MEeasure.

up: UpP:

RICHT | L~¥7 m]'—;

poif ov: 2

The Registers.—It hus been shewn that the
human voices make together one great organ—
running through its various registers from the
lowest bass to the highest soprano—so that the
voices of a class containing men and women could
run up one grand homogeneous scale of three or
four octaves. See pp. 29 and 32. The compass of
each particular voice is only a portion cut out of
this great scale and taking the registers as they
come. It should be carefully noted that the differ-
ence of male and female voices, as soprano,
contralto, tenor, bass, does not necessarily make any
difference of quality on identical tones. Thus a
contralto, a tenor, and a bass, when naturally
trained, do not generally differ in qualityon G, A,,
and B,, and a sopmno, contralto, and tenor singing
the identical tones C, D, K, could not be distin-
guished from one another except by the shades of
difference which naturally mark individual voices,



Ex. 162—6.

ot the more marked differences introduced by false
training. Uncultivated male singers are commonly
much ashamed of their weak Thin register until
they have made it strong by practice. Already
some progress has been made in strengthening it
by means of Ex. 104, p. 33. This staccato koo-ing
exercise must not be discontinucd. It may, how-
ever, now be varied after the manner of the two
exercises which follow.

*Ex.162. KEYS F;}, F>f:, G=. £6
> > =

3ﬁ.d':rl.t|d'.1:t.s‘1 't T - “
koo, &c.

Ex. 163. xevs A, B, ‘g;, C.> A Ve

o =

(@ 6Dl ss:E |8 8 1@

koo, | &c. ey

Recognition of the first or Thick Register,—As
the Thin register was found to be neglected by men
and commonly used by women, so the Thick regis-
ter is neglected by women and commonly used by
men. Many soprano singers do not know what it
is, and even contraltos are afraid to employ what
they think is a man’s voice. Mdme. Seiler says it is
quite common for voice-trainers to encourage
women to ignore altogether the upper Thick register
using the Thin instead ; so that when on A, they
do at last enter the Thick register it is on its fully
vibrated tones, and -the change of quality is
unpleasantly marked. To enable female pupils to
recognise the Thick register, place the scale (p. 29)
or the Voice Modulator (p. 106) before them,
and then, beginning with a tone (B, A, or G)
decidedly within the Thin (their easy) register, let
them sing downwards (guided by the manual signs)
d' s m d, and with increased force on the lowest
tone. This last tone will certainly be in the Thick
register. Having got that quality of toneletthem
run up, retaining the same quality, to F. This is
the converse of the process by which the tenors and
basses learnt to recognise the Thin register, p. 33.

Strengthening of the Thick register.—Contraltos
and sopranos will require the same staccato koo-ing
exercise to strengthen the lower part of their voices,
which tenors and basses required (p. 33) for the
higher part of their voices. The process of strength-
ening must be upwards from the undoubted
territory of the Thick register towards the border-
land of Thick and Thin. Be careful not to jforee

FOURTH STEP. 67

this register too much, for the registers cannot be
made to overlap wpwards without injury. DBlale
voices may join with the femalc voices in this
exercise, for it is easy to them, and they may
encourage the sopranos and contraltos, but they
must sing softly lest the voices which need the
exercise should be unheard. Let the following
exercises be used after the manmner described p.
33. The men will have to suppose the notes an
octave higher than they are written.

Ex.164. xevs A. B, A%

= > =T =l e
g T T TR ‘s, 18, |4 I
koo, | &c.

Ex. 165. xxrvs G, A, G%, Ag.
. R o T |
d,.l'!.: I‘|.f1 l['l|.S|Z f|.1| |S| . 5 ld[ WTd “
koo, &c.

TEx. 166. xevs G, A, G, Af.

> > = > =
td |rremem) fiufiesns |t 1
koo, | &ec.

?

Blending of Registers.—A good singer should be
able to pass from one register to another without
allowing the difference to be noticed. With this
view the voice trainer strengthens on the “ optional
tones’’ (p. 32) the weaker of the two registers ‘in
men the Thin—ia women the Thick) till it equals,
in volume, in quality, and in ease of production,
the stronger one. He then tests the power of the
ginger in producing one or the other register at
will, as in the following exercises imitated from
Garcia. The notes in common type are to be sung
in the Thick, and those in italics in the Thin
registers. The effort will be to make the two tones
as similar as possible. Let the pupil take no breath
in passing from one register to the other, and let
him sing each exercise quicker and quicker. Male
voices will sing these exercises in the higher part of
their range, and female voices in the lower part of
their rance. Men and women will sing identical
tones. Nomne of the keys must be omitted, beciuse
we have to give exercise to 4l the small Laryngeai
muscles, through the whole range of the optional
tones. Thisis a case in which class teaching is
insufficient. It can only set the pupil in the right
way. He must judge hisown progress. The effort
to do so will make him eager to enjoy the advan-
tage of individual teaching.

* This Exercise can be used for the * Upper Thick,” in key C, and for the * Upper Thin” in keys Cl, D', E, &e. It

may be adapted for the *‘ Small” in keys B!, C?, &c

+ Be careful not to carry the * Lower Thick” above B (or A, for men), but to change into the * Upper Thick.”

8t. Co. (New.)
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2 s s e also accepted by the car for dissonances on the
]Ex‘ 4 1,,6|7 Il(i'mb .S.’ D'd?"" I,)r i@t . 1 | weakpartof apulse. When, like 8 in the follow-

g Eeo '&,c o l B el : J ing—|r .,s:8 | they simply anticipate the
AT Il'} tone which follows them,—when like 1 or t in the

Ex. 168. xxvs C, D, C%, D3, D, E. following — |d' .t :d'" |s.1:8 | they wave
a et jd e d i |d = ‘ upward or dewnward, or when, like f and m in the

{ | koo, &e. ! || following— |8 .f:r.m |d | they Zang upward
; or downwaxd from the proper tone of the chord, or

Ex. 169. xevs C, D, C%, D%, D, E, D%, F, | when, like t and 1 in the following— |m .t
E, F&. td .l |t, || they guide, generally by an upward
d @ | @ |4 2 |& :— step, to the tone which follows. All these melodic

% koo, &ec. relations are accepted as an occasional apelogy for

Recognition and Management of Optional Tones.
—Tenor singers should now systematically study
the best use of their optional tones. First, before
commencing any tune they should netice the key,
and from that ascertain to what Sol-fa notes their
optional tones will fall. The Voice Medulator p.
106 will at first assist them in this. Second, thei
should study the phrasing of each passage in whic
the optional tones are employed. Third, in cases
in which a piano or forte is required they will
remember that they can obtain a stronger tone with
tho Thick than with the Thin register. Seme
persons habitually change the register at a certain
pitch, whatever the passage sung. Others try to
avoid changing the register within any single
musical phrase, as much as possible. Descending
from the thin register, they keep it as far as they can,
Ascending into the thin register, they begin their
phrase, if possible, in that register. In Iixercises
170 to 173 a thin herizontal mark is placed over the
tone in which, for various reasons, itis thought best
that a tenor voice should changoe into the thin
register, and a deuble horizontal mark is placed
where it is thought better to change into the thick
register. Let the pupil be required te find the
reasons for each of these changes, and be encouraged
to suggest other and better changes.

A XKnowledge of Dissonances is uscful to the
singer in making him fearless. If he does not
recognise the fact that he is striking a dissonance,
he feels as though something were wrong, and is
tempted to sing falsely. But if he knows what he
is doing he strikes his tonme with courage, looks
well to the resolution, and makes it beautiful.
Notice the definitivn of dissonances, p. 21.

Part-pulse Dissonances.—At p. 21 there is an
«xplanation of the commonest sort of dissonance
which appears on the weak part of a pulse,—the
part-pulse passing tone. Four other apologies are
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dissonances. In addition to these dissonances
on the weak part of a pulse, dissonances are also
allowed, though less frequently, on the first or
strong part of a pulse. These are all called Zore-
strokes. ‘Thaey nearly all ¢ resolve "’ (see p. 21) by
going a step downwards. The smoothest * prepar-
ation” for these discords is when, like r in the
following — :r | r .d || thodissonancehas just
been heard as a consonanco in the previous chord.
This will be called a Horizontal forestroke. The
preparation which stands next in acceptance with
tho ear is when, as sinthe following— :1 | 8.f|f
the dissonance comes down from the tone above,—
like a passing tone, but on the strong part of a
pulse. This is called an Obligue forestroke. A less
common apology is when, like { in the following—

. : f.m || we have a Waving forestroke. Less
frequently still we may have, like m in the follow-
ing— |[d.xr:m.f |8 [ an under oblique fore-
stroke resolving upward. But when the compeser
wishes not to apolegizo for a forestroke, but to
assert it for the sake of a certain tart effect he leaves
it Unprepared, like 1in the following—:m |1.8
:f |. Advanced pupils enly will have time to
study these points. They may do so privately by
marking beforchand, in the exercises, the cascs they
wish to notice, and, when the time for singing
comes, listening for the effects. Or, if the whole
class is sufficiently skilful and attentive, the teacher
may lead the class te examino each of the follow-
ing cases and then to sing the phrase softly to
laa two or three times. See Examples of Part-
pulse Passing tones in Ex. 133, L. 1,n. 4, p. 2; and
m.7,p. 1; and L. 2,m. 4, p. 1; and Ex. 172, L 3,
m. 3, p. 2, a peculiar case. Sece Anticipation tones,
Ex. 174,71 4, m. 2, p. 2. See Waving tones, Ex.
125, m. 5, p. 2; Ex. 171,12 2, m. 3, p. 3; Ex. 174,
L.3,m3,p1,23; and 1. 4, m. 1, p. 1,2,3. See
Horizontal Forestrokes in Ex. 172,17 2, m. 1, p. 2
and 3; and 2 2,m. 3,.3; andm. 4, ». 1 and 2;
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Ex. 174, 2. 5, m. 1, p. 3. See Oblique Forestrokes,
Ex. 170, 2. 1, m. 1, p. 4; and #. 2, p. 4; and m. 3,
p. 4; and m. 5, p. 4; and m. 6, p. 4.

Full-pulse Dissonances.—All the apologies above
deseribed are also accepted by the ear as exeusing
full-pulse dissonances. If the music moves very
quickly, Passing tones and other dissonances so
common on the weak part of a pulse are freely
used on the weak pulse, the strong and weak pulse
being treated harmonically as though they were
one pulse. But when the music moves slowly the
ear is not so content with these slight apologies;
and only the “passing tone’ is much used. On
the strong pulse, however, as on the strong part of
a pulse, the various forestrokes are often employed.
‘When prepared they are employed for the smooth-
ness of melody, when unprepared for the sake of
effect.

See examples of quick moving dissonancesin Ex.
141,21, m. 3, p. 2; and 2. 2, m. 1, p. 2; Ex. 192,
51, m.3,p.2and 6; 2.6, m. 4, p. 2and 6; 4 10,
m. 2, p. 6; Ex. 174, 1. 7, m. 3, p. 2. See the
partial dissonance (explained p. 36). Ex. 140, /. 2,
m. 1, p. 2; and 2. 3, m. 3, p. 2; and BEx, 143, .. 3,
m. 2, p. 2; and “disguised ” (d for f and fe for t),
Ex.174,1.7,m.3, p. 4; and also Ex. 144, 7. 1,m. 2, ».
1, in which last case the t not being resolved on d
sounds more like a forestroke. See Horizontal fore-
strokesin Ex. 170, Z 1, m. 4, p. 4, in which {, hori-
zontally prepared, continues two pulses and then
resolves on m. It is the same with m in the next
measure and with r in the measure following. The
waving fe in /. 1, m. 4, p. 4, waving against a disso-
nance is curious and harsh. Also in Ex. 174,77,
m.1, p. 1; and Ex. 142, 7.1, m. 4, p. 1. Seea caseof
¢ delayed resolution” in Ex. 137, Z 1, m. 3, where
f passes through a consonance before it isresolved ;
and Ex. 141, /. 2,m. 3, p. 1, where it passcs through
consonance and partial dissonance to its resolution.
See an Unprepared dissonance ““1 against t’’ intro-
duced for 1ts own touching effect in Ex. 174, 2. 7,
m, 1, p. 3. See d and s (Tonic and Dominant)
exercising the privilege of long holding (or pedal)
tones, in spite of disscnance, because of their
relation to the key, in Ex. 138, /, 1, m. 2, p. 2; and
8.2, m. 2, p.2; and m. 3, p, 3.

New Cadences,—In two-part music the full
chords cannot be given. Buf, for reasons given in
the “Common-places of Music” two-part conso-
nances always suggest the chords of which they
form a part. Thus, 8, with d above it suggests the
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chord De; m with s above it suggests, not the
‘“unmeaning *’ and seldom used chord Ma, but Db ;
t, with r above it suggests, not the ¢ weak ’ chord
T, but Sb; 1 with £ above it suggests F4, and soon.
Thus interproted, the exercises in this step intro-
duce us to two new eadences in addition to those
(the D, the S, the F' D, and tho L cadences) which
are named on p. 48. See the uncommeon cadences
on I and R in Ex. 137. See what we call SD
cadences in Ex. 142, and a FD cadence in Ex. 143.
See what we eall a ¢ weak-pulse cadence” in Ex.
141, 2. 2, m. 2, p. 2; and a“FD weak-pulse
cadence ” in 4. 1, m. 4, p. 2.

Phrases, Sections, Periods.—The nature of a
cadence has been explained at p. 48.  There it
has been shewn that the cadence naturally cuts the
melody into parts, and that these parts are ealled
““Sections.” “Phrases” are divisions of melody
within a Section. ¢ Periods” are divisions of
melody including two or more Seetions. In ex-
tended pieces of music we use the word “ strain*’
to represent several periods combined in one melodic
whole. A Section, which is two measures in
length, we call a Duain, one of three measures a
Triain, and one of four a Quadrain.

Musical Form.—A good form in house or orna-
ment or animal must be symmetrical and varied
and adapted, in all its parts, toits chief purpose. So,
in musie, a well-formed tune has symmetry and pro-

ortion in the length of its principal parts or ““lines;’’
1t has both symmetry and variety in the rhythms
and melodic replies of its musical phrases; and its
harmony as well as the style of its melody combine
together to express the general sentiment desired. A
disjointed, ill-formed tune would be like a picture in
which a2 number of men and women beeuntiful and
ugly, should be thrown together ¢“any how.” A
well-formed tune is like those men and women
artistically grouped in one picture — where the
beantiful are placed forward and the ugly kindly put
in the shade, and the celours and pestures all
arranged for some unity of effect. It is pleasant
when one sees a house or an ornament or an animal,
to “know its points’’ of excellence, but we can
receive much enjoyment from them without so
intelligent an eyesight. In lZistening to music the
case is similar. But in sirging music the case is
different. For the singeris an Artist. The sculp-
tor and the painter can present their own works to
the public view. But the mmsical composer is de-

! pendent on another artist—the singer or the player
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-—to preseni his works. By singing loudly or
softly, quickly or slowly, in various places and
various dégrecs, the singer can make or mar the
handiwork of the helpless composer. Ervery intel-
ligent singer will therefore feel it his duty to study
his musio beforehand, and to fix in his mind how,
by the art of Expression (p. 30), its various rhyth-
mical divisions and melodic ideas are to be dis-
tinguished and “set off” one from the other, how
he can change a bare outline into a coloured
picture. The main principles of Melodic Relation
bave already been snggested under the headings
¢ Relative motion of parts’’ and “Imitation,” pp.
36, 37. Some ideas of “phrasing”—or marking
out of melodic divisions are suggested under the
heading * Breathing-places,” pp. 9, 30. Other
principles of Rhythmic Proportion may be easily
apprehended, and then an examination of a few
examples will shew the pupil how to begin this
enjoyable study. A fuller development of it is
found in ¢ Musical Theory,”" Book III.

Parsing or Analysis of Musical Form.—The
practice of requiring a pupil to make a written or
verbal analysis of the tune about to be sung is very
useful. Even elementary pupils should answer
the first and second questions,—

1st. What is the Form—as Psalm-tune, Song,
Dance, March, etc.

2nd. What are the Key, the Measure, the Rate,
aud the Style?

3rd. What is the Rhythmical Division ? (That
is, does it divide itself into two principal parts, or
into three ? Is it Two-fold or Three-fold 7) And
what is its Cadence design ? The firs¢ * Cadence
design ” makes its principal dividing cadence (the
most important cadence next to the final one) on
the first sharp key (SD), or in & minor mode tune
on the relative major {D); the second, on the
Dominant S (or SEM); the third, on the Tonic
generally, with its Third or Fifth in the air (D3
D5 D or L3 L6 L); and the fourth must have some
other Cadence in that place.

4th. What is the Structural Plan? That is,
describe or mark the place where the Periods and
Sections (p. 69) of the Tune begin, using the
Roman figures, I, 1I, etc., to indicate Periods, and
the small capitals, a, B, etc., to indicate Sections.
Thus Ia means First Section of First Period.
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5th. What are the Transitions or Modulations
most worthy of note?

6th. What are the Principal Responses? That
is, first, (or Pds.), what are the principal Melodic
or Rhythmic replies (see Imitation, pp. 36, 37),
of Period to Period? Second (or Sec.), What are
the principal Melodic or Rhythmic replies of
Section to Section within each Period? ‘“Third
(or Har.), What are the principal points in the
relation of ¢ Parts” in the Harmony £ (See above,
p. 36).

7th. What are the most interesting devices,
that is, Sequence, Fugal Imitations, etc.?

8th. What is the Emotional Development and
Point? That is, describe how, in the successive
Sections, the * feeling** of the tune rises and falls;
and say which in your opinion is the most remark-
able and effective point (whether of elevation or
depression) in all the tune.

Examples of Parsing.—The following examples
should be tested by singing over and over again,
and comparing one with another the various Sec-
tions and Periods of the tune. The teacher will
find useful examples of Parsing from the Charts in
¢ ‘Teacher’'s Manual,” p. 194.

Ex. 138 is—

1st. A Psalm-tune.

9nd. In key A, in two-pulse measure, of firm
and prayerful style, about D. 80.

3rd. Is Two-fold, and of the first cadence
design.

4th. Ta a Quadrain, Is a Triain, lengthened by
the “hold”’ to a Quadrain; IIa a Quadrain, IIs
Triain, sung as a Quadrain.

5th. Is First Sharp Cadence.

6th. (Pds.) ITa contrasts with Ia by setting of
f against m: otherwise it imitates it. IIsconmtrasts
the r g against the g r of Is, and has contrary
motion in its second phrase. (Har.) contrary
motion of parts at the end of Iv, and similar
motion at the beginning of IIa.

7th. None.

sth. Ia seems to make a qnuiet assertion with a
double emphasis on m.  In seems to give an excit-
ing reply; IIa the assertion made more solemn by
f twice emphasized. IIB,the joyful sure decision
leapingup to the brilliant g and making the  point™
of the tune by falling on the solemn f.
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Exercise 137 is—1st. A song for S and C.

2nd. In key Bb, in four-pulse measure, in a
bold style, at M. 112.

3rd. Is Two-fold, and of the first cadence
design.

4th. I, a Duain, Is, Duain, Ic, Duain, Ib,
Puain; 11, Duain, 118, Duain, IIc, Duain, IIb,
Duain.

5th. Tirst sharp extended in Ip.

6th. (Pds.) I1a B has contrasted motion to Ia .
(Sec.) I is a rising imitation of I, and Ip simi-
larly rises out of fc. IIs imitates IIa a third
higher, IIc again returns strongly to the rising
motion which sets off the wide intervals and the
elegant rhythm of IIv. Rhythmical unity in the
beginning and ending of every Section till the last
which makes the rhythm of the last more effective.
(Har.) I has principally contrary motion between
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parts ; ITa opens with contrary motien, ITx has
chiefly similar motien, IT¢ has contrary motion,
IIp has oblique and similar motion.

7th. A melodic sequence in ITa and s.

8th. Ia, a resolute thought (with TAA -AaTAl
and accented s and d), Is, repeated more earnestly,
Ic, a rising feeling, Ip, passionate resolution; IIa,
quieter counsels, IIs, repeated in loftier strain, Ilc,
return of the passion bringing the tune to its
“point” of greatest energy, IIn, the subsidence
of passion in settled resolve.

When a systematic course is pursued, the exer-
cises of the 3rd and 4th Steps can be taken in the
following order :—97, 115, 134, 186, 140, 141, 142,
143, 144, 145, 113, 119, 120, 174, 175. Some of
the exercises with fugal imitations are too difficult
for the present step. For a fuller conrse, apply to
the Secretary of the Tonic Sol-fa Cellege.

HOSANNA.
Ex. 170. xey C. Optional Tones, ' r m' f'* Mainzer.
8 :l.tjdl :— j-.1:t.d}r :— j-.t:dxm — (-.dirimf
Ho - san - na, Ho-san - na, Ho-san - na, Ho-san - na,
g | d:r.m|f :— |-rimfels :— [-m:f.s|1l :— |[-.1:s.fe
Hallelu-| jah! Hallelu-| jah! Hallelu-| jah ! Hallelu-
- funrn i— |-.mirhdl)r — p-.xh:dt]l isfm o — |— :—
g Ho-san - na, Ho-san - na, He - san - na.
s :— |-s:fmif :— |-fimrjm :— |-fimrjd 11— |— :—
jah! Hallelu-| jah! Hallelu-| jah! Hallelu- | jah!
HALLELUJAH. !

Lx. 171. xev C. Optional Tones, d' x' m' f z$ Mainzer.
SIS — 1t d =t s dr ol £ £ s — l—ir_ﬂ__r_‘
Hal - le-lu-jah! Hal - le -lu -jah! Hal - le-lu-jah! A - | men, A -

n :— |-.s:fm[f :— |-.1:s.fe[s :— |-.t:1.8]l :_xi.li_’lt_.l:s.f
A - - - men, A - |men, A - |men, Hal-le - lu-
n = |-.mixldir — j-.ehdit]d :— 1t 11— jd — |— i—
men, A - men, A - |men, A - men.
mEd SNSRIl st ]s f e (mf cmoris Lisifilmai= |— :—
jah! Hal-le - lu- |jah! Hal-le - Iu-|ljah!A - - men.

*® A stroke over a note thus — shews where the Tenors are recommendéd to introduce the thin register.
and a double stroke thus = shews where they are advised to use the thick register.

8t %. (New.)
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G. t. b o,
ln gnaniin’ - odl - s | stmom —flmr dt.h ] BT
% | ,
List tothemel - low | notes, The! song I dear - ly love. §
Wdeed .d|d o oafs oo | NARRRdR S o do b st S | 3 g
leark! 'tis the cuc - koo's! voice, Froml! yon - der sha - dy | grove;
G. t. f. C. D.C.
At A Rilidi s me 18 | :8d |d - d]s s dg | 3 )
% List to themel - low ' notes, The! song I dear-ly love. )
Copa. To be sung by all together. '
= p— pp
| ety Jal . | amiSadl . l S o i ] o mISSElA e u
% | Cu - koo! Cue - koo! Cue - koo! Cue - koo!
THE MAYTIME.
Ex. 174. xeY G. Worps BY J. S. STALLYBRASS. A. ESCS
g $|P — d o5 m t—  |d e Usplis) I orivtiel s P - .5
1.The; May - time, the! May - time, how{love - ly and fair, how
3. In | May - time, in | May - time, oh, | waste not the hours,
SRSt — = Sl ok usils) i — )y @ § W) sy of e r.m
Howlove - 1y and
Oh, waste notthe
=
n ,f:m.r|d = . Im 1 Llr .fe:- .fels T :
love - ly and fair, ‘What| pas - time and pleasure are| there;
waste not the hours, Go fiwine you sweetgarlands of | flowers;
s iessielim of :m.r[d - .d |d :d .d {t).r - At B LAy
fair, howlove - ly and| fair, ‘What pas - time and| pleasure are there; The
hours, oh, waste notthe| hours, Go twine yousweet| garlands of flowers; Oh!

.s

The| laxk it up- spring - eth, Ta la la la la la la. La
And| deep in the sha - dows, [La la la la la la la, Lal
t d d ]1‘ .,d:t| _S_@}&[!lh ‘1||t|,l'l‘1' :d‘ ‘d t. vd |I' 5 M.
night - in - gale sing - eth, La la la la la la la, Lajla la la
far on the mea - dows, [La la la la la Ja la, La|la la la

St. Co. (New.)
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Modulator Voluntaries now include transition of
one remove. These should not be made too difficult
by wide and unexpected leaps on to the distinguish-
ing tone; nor too casy by always approaching the
distinguishing tone stepwise. While the effects of
transition are in process of being learnt these exer-
cises may be solfaad, but the teacher cannot now be
content with solfaa-ing. Every exercise should also
be laad, p. 87, and that to the Jtalian laa, p. 2.

Two-part Modulator Voluntaries intcrest the
pupils mueh and form good voice excrcises when
sung to the pure and open siealea, and the simpler
they are the better for this purpose.. But if they
are made difficult to the pupil they become difficult
to the teacher and his attention is so taken up with
the music he is making that he forgets to listen for
the proper quality of voice. The teacher who
would use only good two-part music should prepare
such exercises carefully.

Sight-laa-ing.—The laa-voluntaries arc really
sight-singing exercises, if the teacher does not get
into self-repeating habits of pointing. See p. 42.
But, at their best, they give no practice in reading
time at sight. Therefore the absolute necessity of
sight-laa-ing from new music (as the monthly
ZReporter) or the black-board.

Memorizing the three keys.—The pupils should
now know from memory, not only what is abovo
any one note on the modulator and what below it,
but what is on its right and what on its left. The
one key no longer stands alone on the mind’s modu-
lator. It has an elder brother on the right and a
younger on the left, and each of its tones bears
cousinship to the other two families and may be
called to enter them. Therefore at all the later
lessons of this step exereises should be given in
committing to memory this relationship. p.51.
The pupils must learn to say these relations, collec-
{ively and each one for himself, witlout the modu-

ator.

Memory Patterns.—It is difficult to indicato
divisions of time by the motions of the pointer on
the modulator with sufficient nicety to guide the
singer in following a voluntary, and it is important

. to exercise the memory of tune and rhythm. For
these reasons our teachers give long patterns—
extending to two or more sections—including some
of the more delicate thythms. These patterns are
given Iaa-ing but pointing on the modulator. The
pupils imitate them, without the teacher’s pointing,
first solfaa-ing and then laa-ing.

S8t. Co. (New.)

Memory Singing.—The practice of singing whole
pieces to words from memory,—in obedience to the
order * Close books: eyes on the baton,”—isa very
enjoyable onc. The singer enjoys the exercise of
subordination to his conductor along with a sense
of companionship in that subordination, and de-
lights in the effects which are thus produced. This
practice is very needful at the present stage in order
to form a habit,in tho singer, of leoking up from
his book. This should now be his normai position.
But, as from necessity, the learncr’'s eyes have
hitherto been much engaged with his book, he will
have to make a conscious effort to form “the habit
of looking up.” Oecasional “ Memory Singing
will make him feel the usc and pleasure of this.

Ear Exercises, as at pp. 24, 42, will fasten oh
the mind the mental effects of fe and ta.

Time Ear Exercises, as at p. 24, should still be
continued with the new difficulties of time.

Diciation, as at pp. 12, 24, with thonew language
of time just introduced, will now be carried to a
much greater extent. Copies of tunes belonging
to this step from other courses, or original compo-
sitions, or pieces for special occasions, can thus be
rapidly multiplied. When onee the practice of
Dietation and the use of the ¢ Tonic Sol-fa Copy
Books "’ has got into familiar use in school or class
many things can be done by it. Some schools are
taught entirely by a Modulator, a set of Wall
Sheets and Copy Books. The further we go in
Dictation the more useful the time-names become.
The “announcements’’ for Ex. 174, . 3, . 2, &c.,
would be as follows :—¢ Taa m’—¢ Taarar £ £’
—raafe s £’ —¢‘TAA m’’—¢taataijteer dr?”’
—¢“tagtaitee m r m’’—tuaataitee f m £’’—taasaitee
8 87—‘“7AASAT 177 —‘‘mAASAT 87 — TAASAZ
f7?—¢paarar d r”’—*-aarar r?’ &e. The third
measure of the same tune would be announced
thus ‘¢ TaATAI 8-0ne f7’—* TaaTAL T t-0nE.”?

Pointing from memory and Writing from
memory, as at pp. 12, 24, should still be practised.
The second does not at all take the place of the
first. 'We have known pupils who could write from
memory, but could not point the same tunes on the
modulator. It is important to establish in the
memory that pictorial view of key relationship
which the modulator gives, especially now that the
study of Transition is added to that of the scale.



QUESTIONS FOR WRITTEN OR ORAL EXAMINATION.

1 Name the tones of the chord of F.
Say in what respect it is like the chords
D and 81 How isit related to the chord
D, and how would you describe its
mental effect 1

2 Describe the chord 78. In what
case is the dissonant effect of far
against soh more slightly felt How is
the fak in this chord commonly
pp.red, and how is it nlways resolvi

‘What is meant by ‘‘ ambiguity o!
chords," and which of the chords can-
not be mngxned to belong to more than

one ke Vgha

t is 2 major chord !—A minor
chordl—n diminished chord!— and
which of these are in themselves the
most acceptable to the ear!

5 What is the difference between
the tones ray and rak1 Which tones
of the scale require rah to tune with
thcm and which ray 1

\What are the tones of the chord
RAII! In what position is it most
commonly found! And how would you
describe its mental effect

7 What are the tones of the chord
T! How are its root and fifth
usually resolved? In what position
and under what circumstances is it
commonly employed, and what is its
mental effect I

8 What are the tones of the chord
L! In what position is it used apart
from the minor mode! And what
chord is used interchangeably with it}
‘What is its mental effect

9 What are the tones of thechord M ?
Can it be easily substituted for the
dominant or sub-dominant like the
chords T and R1 Is it much used?

10 What dissonance is there in the
chord ‘R! And how is it prepared and
resolved! For what chord, in cadences,
domodern writers often substitute 7Rb 1

11 What is the chief source of men-
tal effect in a chord! And in what

sition is that mental effect best

eveloped !

12 What is a cadence! Name the
last three or four chords of a tonic
cadence.—Of a dominant cadence.—Of
aplagal cadence.—Of a surprise cadence.

18 What is the principal case in
which a chord is usecf in its ¢ position,
and what is the peculiarity of this case !
In what other cases is the ¢ position
allowed, and what are its three princi-

pal apologies I
14 Can you remember any pecu-
lu.ng in the doubling or omission of
ird which belongs to th+ 2hord 78?
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Or any other peculiarity which belon,
to minor chorﬁs genengl &
15 Where are the little steps of the
nca.le 1—The greater steps I—The smaller
steps! By what intervals are the two
little steps of the scale separated from
one another! How can you define dok ?
16 Which are the most markedly
characteristic tones of the scale? And
bow mvght.hey
17 What is tmnmnon ! In what
respect are those tones of a tune
which do not change their pitch !

18 What is the 8 distin, gms!un,%
tone, and what is its effect on the ear
‘What is the flat distinguishing tone

and its mental effect !

19 From the ear’s dislike to the tri-
tone as a melodic progression, what
melodic phrases, often repeated, natu-
rally 8 mﬂt transition !

t is meant by the first sharp
key 1—The first flat key 1—In goin,
the first sharp key, beside the su stx-
tution of the piercing tone for the
desolate tone, what change of effect
takes place in the tone a third above
the distinguishing tone! Does any
other change besides that of effect take
place on the lak ! (see *“ Grave ray” p.

46) in, the first flat key,
besxdest.go v_Ean of a plemmg for a
desolate tone, w

at chanp, ‘5? of effect,

and what other change es place in

ttge tlrzinl above the new distinguishing
21 What is the difference between

tx grmcxpal and a returning transi-
on

22 What is a bridge tone! Give
examples of a bridge tone making tran-
sition through the distinguishing tone
of t.he new key.

‘What is the meaning of the little
nobes  placed to the right or left of the
key signature in transition !

at are the general mental
eﬂ'ecta of transition to the first sharp
key ;—And to the first flat key ?

25 How would you indicate transi-
tion b{vt_ll:: manual signs !

t kind of eﬂect is produced
on the mind when fe does not move to
soh in the next chord, or when ta does
not go to lak 1—And by what name is
that effect called !

27 What is the commonest case of
transition to the first sharp key, and by
what name is it called! What is the
difference between the flat and sharp
keys in this respect.?

28 What is the commonest case of
transition to th: Zxst flat key, and by

what name is it called 1 How does the
sharp key differ from the flat in this
respect !

29 How do you define extended
transition? Which of the two transi-
tions is more used in this way 1

30 What is a sharpl—And what
relation does it bear to the tones which
stand below and above it in the scale !
‘What is a flat 1—And what relation
does it bear to the tones above and
below it in the scale !

31 Onwhat particulars of knowledge
and skill does a good musical recitation
depend?! What are other words for
the articulations and continuations of
voice! Which of these two is the more
important I—And why! Why is the
ozher of the two to be first studied ?

32 Name and illustrate, by example,
all the five lip articulations.

33 Name and illustrate the two arti-
culations of lip and teeth.

384 Name and illustrate the two arti-
culations of Tip-tongue and tecth.

35 Name and illustrate the five arti-
culations of Tip-tongue and palate.

36 Name and illustrate the twoarti-
culations of the Mid-tongue with the
Palate, in which the Tip-tongue takes
a very decided part, the two in which it
takes a less decided part, and the twc
in which it takes no part.

87 Name and illustrate the three
Back-tongue articulations.

hsti Name thmg agxcvi]ahm“mth

shu pasuage e two es

(breath and voice) together in (?ouples
Name, as a

ve, the eight articu-
htiom with central passage.
40 Name, as above, the five articu-
lations with side passages.
41 Name the three articulations with

42 ?Ju be the aspirate H. In the
articulations what organs of speech
come in contact and separate !

43 Which are the consonnnts least
capable of being sung! Which are the
six Hisses ! ich are the six Buzzes!
How far are the Hisses and Buzzes
capable of being sung ! Which are the
three smothered consonants? Which
are the five which can be murmured or
hummed. What isa Glide! What is
the difference between the Glide joinin,
b and oo and that j Jommg b and ee!
two ds are kept di t, but pro-
nounced rapidly one after the other,
what more do they want to make them
into a syllable! As scarcely any of the
consonants are pleasant when sounded
alone, what part of a consonantal effect




is it that can be really sounded? And
what habit in the maaagement of the
organs of voice is it therefore important
for the singer to form?

44 Describe in writing ten common
errors in the use of consonants,

45 What is the difference between
the recurrence of accent among the
pulses of music and among the pulses
of public speech ? Give illustrations of
the “ mixed measures” of speech.

46 What is the purpose of a chant,
and into what principal parts is it
divided ? What governs the length of
the reciting tome? In teaching the
music and words of a chant, which
should be learnt by heart throughoutthe
whole ? How should the recitation of
words be studicd ? g

47 What is the name for a silent
quarter of a pulse, when it comes
within the accented half {—~When with-
in the unaccented half!—How is it indi-
cated in the notation ? 3

48 By what vowel is the first third
of a pulse indicated ?—the second !—the
last? How are thirds of a pulse written
in the notation ?

49 What different sorts of accent
are there in a musical passage, and
how do you define a pulse?! What
must the Tonic Sol-fa translator do
when he wishes to kmow whether
crotchet, quaver, or minim, are treated
as the pulse in a common notation
tune? How should quickly moving
six-pulse measure be taa-taid ?

50 Why is the pupil not taught to
beat time in the early steps? L

51 Describe the kind of exercises by
which the teacher endeavours to infuse
into his pupils a sense of time.

52 Describe the most clearly visible
ways of beating two-pulse measure—
three-pulse—four-pulse—six-pulse.

53 The beat to the right being asso-
ciated in four-pulse measure with a

74 Hold a steady tone with one
breath for twenty seconds.

75 Sing with a beautiful forward
quality of voice each part of Ex. 121 in
key E, M. 70.

76 Name pulse by pulse the chords
in the first and third measures of Ex.
122, p. 45.

77 Laa in perfect tune the second
part of Ex. 122, while your teacher or
some other person, with correct voice,
laas the first or third part. p. 45.

78 The teacher having caused to be
sung to figures consecutively, chord by
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FOURTH STEP.

medium accent, why is it also suitable to
the second pulse of three-pulsemeasure?

54 Does the quality of tone in the
lower part of a woman’s voice differ in
any respect from that of the same tone
when produced by the higher part of a
man’s voice? t register of their
voices are male singers commonly
ashamed of before their voices are
cultivated ?

55 'What register is most neglected
in uncultivated women’s voices? Des-~
cribe the means by which the teacher
leads his female pupils to recognise
their thick register.

56 Describe the process by which
thi;hick register in women is strength-
ened.

57 What is meant biethe blending
of theregisters? Describe the exercises
by which the thick and thin registers
are equalized.

58 What are the Sol-fa names of
the optional tones of a tenor voice in
key C?—G !—BP !—F1—A?—D? If a
group of tones commencing on an
optional tone ascends above @, in which
register would you begin it ? If such a
group commencing below the optional
tones ascends to F, in which register
would you begin? If such a group
beginning above G descends into the
optional tones, what register would you
use ! If other things are equal, which
register would you prefer on the op-
tional tones for a forte passage !—for a
piano passage !

59 What is the advantage of a
knowl%%ﬂof dissonances to the singer ?

60 t are the five principal
apologies for a part-pulse dissonance
on the weak part of a pulse? What is
the common resolution of part-pulse
dissonances on the strong part of the
pulse? What are the three prepara-
tions for such dissonances? And the
names for those preparations! Why

PRACTICE.

chord, Ex, 122, omitting the second mea-
sure, let the pupils say to which figures
the chord Da was sung ; the same with
Exs. 123t0126. Even elementary pupils
should know by ear the mental effects
of the principal chords in their a posi-
tion. pp. 45 to 47.

79 In the same manner let the pupil
;ixstmguxsh the chord of Sz in Exs. 122

0 126,

80 In the same manner let the pupil
distinguish Fa in Exs, 122, 123, and 124.

81 In the same manner let the pupil
distinguish 78e in Exs. 122 & 123.

79

does a composer sometimes leave a dis-
sonance unprep

61 When a class is competent te
study this subject of dissonances, how
does the teacher introduce it practically
to their attention ?

62 Among full-pulse dissonances,
which of them are used more freely
when the pulses move quickly than
when they move slowly? How are
forestrokes used when smoothness of
melody is the object, and how when
dissonant effect is desired ?

63 Describe the six additional ea-
dences introduced in the two-part
exercises of this step.

64 t is a section? What is a
phrase? What is a period? What is
a section of two measurescalled 7—One
of three measures *—One of four ?

65 What are the three principal
elements of good Form? Why is it
more important for the singer to study
the principles of musical form than for
the listener !

66 What are the three questions
which even elementary pupils should
answer in respect to every tune, before
it is sung! What are the other
questions which pupils should answer
in a complete parsing of musical form ?

67 How should modulator volun-
taries at this step be conducted ?

68 Whence the necessity of sight-
laaing from books ?

69 Whence the importance of meme-
rizing the modulator ?

701 Why are memory patterns ef
use {

71 Give reasons for the practice of
memory singing.

72 'What new powers of dictatiom
do the time exercises of this step bring

tous?

73 Why should poinﬁn% from
memor; as well as writing be com-
tinued

82 In the same manner let the pupil
distinguish La in Ex. 126.

83 Listen to the laaing of Exs. 128
to 126 and name the cadences. p. 48.

84 In the same manner as questiom
78 let the pupil distinguish the ghord
Db in Exs. 124 and 125. This and the
following four questions (to 83) may be
answ by the more advanced pupils.

85 In the same manmer let the pupd
distinguish De in Exs. 124 and 125,

86 the same manner let the pupil
name Fb in Exs. 124, 125, and 126, care=
{ully distinguishing it from La.
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87 In the same manner let the pupil
name Rb in Ex. 124, and 7R) in Ex.
126, carefully distinguishing them from
o

a.

&S In the same manner let the pupil
name Te in Ex. 126, and T in Ex. 125,
carefully distinguishing them from 7Sb
and 7Sc. 3

89 The teacher singing or caunsing to
be sung to figures (one to seven twice)
ix. 1276, let the pupil decide on what
tigure the distinguishing tone of the
first sharp key was heard. The same
with Ex. 128. p. 50.

90 In the same manner let theFupil
nume the distinguishing tone of the
tirst flat key in Exs, 180, and 131.

91 The teacher singing or eausing to
be sung to figures (eight to one line, six
to the next) Ex. 133, let the pupil name
by its figure first the distinguishing tone
of transition, and second that of return-
ing transition.

92 The same with Ex. 136. Sevens
metre.,

93 Thesame with Ex. 140. Common
metre, or eight-sixes.

94 The same with Ex. 143.

95 Bignal by manual signs and from
memory, 8o that quick illxpﬂs could sinﬁ
from your si ing, Exs. 65, 99, an
the air of 97. p. 51 and preface.

968 Bignal, as above, the first and
third parts together of Exs, 85, 86, and

128.
97 Bignal, as above, the first and
third parts of Exs. 124, 125, and 126.

93 Mark the best breathing places (to
suit tho phrasing and the sense) for the
first and second verses of Ex. 133, second
line of the poetry, and Ex. 134, third
line of the poetry.

99 Add any marks of expression (p.
30) which occur to you in Exs. 140, 142,
148, 144, and 145.

100 Pitch without a tuning-fork tho
keys B, B flat, E, E flat, and A flat.
The pupil hasnot satisfled this require-
ment, if when tested he is found to be
wrong 80 much as a step.

101 S8ing to wordsany one of Exs. 133
to 145 as required, p. 25, question 46.

102 Enunciate, with freely moving
jaw, Ex. 146, first with the vowel aa,
next with the vowel oo. (p. 61.)

108 Enuneiata Ex. 147, first with the
vowel ai, and then with the vowel oa.

10t Enunciate Ex. 148, first with the
vowel e¢, and then with the au.

105 Sing eorrectly on a single tone
any three words from each paragraph

FOURTH STEP.

of Ex. 149 which the teacher points to.

106 The same with Ex. 150,

107 The same with Ex. 151.

108 The same with Ex. 152.

109 Recite, in exact time, the ex-
amples in the second column, p. 63.

110 Taataion a single tone, exactly
al!.; 5mm.rked,the rhythmsof Exs. 123, and
111 Taatai from memory any one
of the Exs. 157 to 161,—the first pulse
being named.

112 Taatai the upper part of any
one of the Exs. 170 to 174.

113 Beat, as directed (p. 66) four
two-pulse measures at the rate of M.
60, pauso for two measures, and con-
tinue the beating at the right moment for
two measures more. A silent metro-
nome not seen by the pupil is tho best
test of this exercise.

114 The same, with four-pulse mea-
sure, M. 90.

115 The same, withthree-pulse mea-
sure, M. 60.

118 _ The same, with six-pulse mea-
sure, M. 120.

117 Singto koo with thethin register
Exs. 162 or 163 whichever the teacher
chooses. p. 66.

118 BSing to koo with the thick regis-
ter Exs, 164, 165, & 166, whichever the
teacher chooses.

119 8ing to koo Exs. 168, and 169,
whichever the teacher chooses, makin
the registers of the same loudness nnﬁ
quality.

120 Mark, for the Tenor singer, in
Ex. 133 first, the ogtxional tones, and
next the places at which it is most ad-
visable to change register, as is done in
Exs. 170 to 178, and as suggested, p. 68
and question 5S above.

121 The same, with Exs. 135, 186,
137, 188, 143, and 145,

122 Without, at the time, referrin,
to pp. 63 and 69, turn to examples o
the part-pulse ing tone—anticipa~
tion tone—waving tone—hanging tone
—guiding tone—horizontal forestroke
—oblique forestroke—waving forestroke
-—unpre%nred forestroke.

123 Without, at the time, refen'i:ﬁ
to p. 69, turn to examples of the f
honizontal forestroke—the oblique fore-
stroke and the unprepared forestroke.

124 Without, at the time referring
m. 69, find examples of the following

ences, F,—R,—sD,—rD—weak pulse
8—weak pulse rD.

125 Parse any one of Exs. 97, 115,

i

:gll, 136, and 140, which the teacher may
ect.
126 The same with Exs. 141 to 145.
127 The same with Exs. 113, 110,
120, 174, 175.
. 128 DMark the best breathing places
in each part of Exs. 170 to 172, so as to
sustain the voice, shew off the musical
phrases, and not interfere with the
sense of the words.

129 Add arx marks of expression
(see p. 80) which oceur to you to Exs.
170 to 174,

130 Sing to words any one of Exs.

170 to 174, as required, p. 25, question
46, which the teacher may sclect.
. 131 Follow the examiner’s pointing
in a new voluntary, strik.ingr:he dis-
guishing tones both of the t sharp
and the first flat keys by leaps, and
singing to laa.

132 Point and sol-faa on the modu-
lator, from memory, any one of Ixs.
133 to 144, chosen by the examiner.

133 Write, from memory, any other
of these twelve exercises chosen by the
examiner.,

134 Laa, at first-sight, any exereise
not more difficult than these twelve.

135 Say aloud or write down, with-
out looking at modulator or book, the
bridge tones, to right and to left of each
scale tone, as directed, p. 51.

136 Tell which is je and which is
ta, as directed, p. 25, question 56.

137 Tell whattone(feorta) is skea,
as directed, p. 25, question 57.

138 Taatai any rhythm of two or
three four-pulse measures, belonging to
this step, which the examiner shall laa
to you. See p. 25, question 5S.

139 Taatai in tune any rhythm of
two or three four-pulse measures, be-
longing to thisstep,which the examiner
shnﬁ‘ sol-faa to you.

140 Sing to words, from memory,
any one of Exs, 133 to 145 chosen by
the examiner, singing either part, but
taking the last verse of the words.

141 Write correctly the three musi-
cal phrases which would be dictated as
follows: — 1st, “TaaTAl me dokh’" —
“safatefe me ray doh” — ‘‘Taafe te;
doh” — ““TAA ray.’ 2nd, ‘‘tafatese
doh ray me’ — ‘‘TAATAT me doh”
““tafatefe me ray dokh te)’ — “‘TaA
doh.” 3rd, “taataitee doh me soh”
— “Taa-aitee fah ray? — “‘TAATAL
fah, e’ — C“TAATAI ray doh” —*‘TAA
tey.”’
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To practise move advanced Chest Klang and tuning exercises. To read chords disguised by notation. To
recognise chromatic chords. To perceive the power of cadence and emphasis in developing the mental effect qf a
tone. To distinguish the various Modes of the Common Scale. To recognise and produce the characteristic
cadences, and distinguishing tones of the Modern Minor. To recognise and prodice Modulation and Transitional
Modulation. To recite corvectly. To arrange words for Chanting. — Perception of the various modes of
delivering tones,—attack and release. To practise the degrees of Musical Force and Speed. To apply them to the
various requirewents of Melodic and Iarmonic Expression. Parsing Musical Passages. The small Register.
The lesser Breaks. Ierception of Repisters. Scales of Registers. Classification of wvoices. Management of
optional tones. Agility of voice. Sixths, Lighths, and Ninths of a pulse. Rare divisions of Time.

Chest and XKlang.—For each key the singers
change parts. At M. 60 the lower voices will have
to economise their breath for 24 seconds. Key Eb,
the upper voices slurring each Phrase of six tones to

Sol-faing, M. 92. 1In all these keys Basses may use
the thin register for d'. Tenors should not need to
do so. This exercise is not to be sung staccato. The
notes must not be detached, but on the other hand

the forward Italian lza, M. 80. XKey F, koo-ing, | they must not be slurred into one another. There
M. 72. Key E, lag-ing as above, M. 60. Key Fg, | must be a clear stepping from note to note.
Ex. 176. xrvs Ep, F, E, and FZ Chest and Klang Exercises.
T
dns jdlsmidns (d'asm:dns |d'sm:dmns |d df 1l gd 1 f:@f01 1d.1.£
Skaa -| » - - - - - - ia, Skaa - - - - :
«d — = =T = = = =" 80 o = =
Skaa -] - - - ol e va - - - . - - B =
T D.C.
:d ‘f .1 a' ‘1 ‘f a6 | ‘f ‘1 d’ H de‘t[‘!‘ f p AN TRCTR D g i 2P IR G aes £ I ‘tll sibur sd' l
- -l - - - la, Skaa - - - - - - - - la.
B e ce— | — i = = A
\ - =N OO, e TLE - - oL TR s la.' b

Examination of Voices.— Since the proximate
classification of voices, at the third step, p. 29,
many voices will have changed. Cultivation will
have developed new capacities. Each voice should
therefore be examined afresh, and a report of its
present physieal condition drawn ont, shewing its
¢asy Corhpass, and its Quality and Volune in each
cegister. The teacher will know, by its Best Region,
whether it should be called First or Second Soprano,
First or Second Contralto, First or Second Tenor,
or, First or Second Bass. In large classes, and in
ordinary evening classes, the teacher will not have
time to go through this important process, unless
he can command competent assistance. But, where-

ever it can be done, every pupil should, several
times in the Course, receive advice abont the cha-
racter and management of his voice. He should
in fact be “put in charge” of his own voice, and
expected to present it in improved condition at the
next examination.*

Tuxine Exercises, for the purpose described at
p- 14, can now be continued, and with the same
process—except that there can be no changing of
parts. When the men’s voices are practised, the
parts marked for first and second Soprano, shounld
be sung by first and second Tenors, and those
marked first and second Contralto, by first and
second Basses.

* See p. 108, and the *Voice Report Book,” 1s.

S8t. Co. (New.}






Ex. 179—180.

. ’'And God-shall wipe-a way-all

there-shall-be no-more death — | mnei ther

Neither shall-there be — |

are passed a way —
. « What-are

— came — they —

robes
. They-shall hunger-no more

sun light-on them | mor — an

For-the Lamb-which is-in-the

neither
heat

Disguised and Chromatic Chords.—In Ex. 177
the chord on the 7th pulse may at first be read
7eRe, but a little study of the modulator, and a
quiet listening to the progression of the chord,
show it to be 7Se. It is disguised by what is called
the improper notation of transition. (See pp. 52, 51).
In analysing disguised chords we write the true
name of the chord, and its resolution in parenthesis
thus :—(?Se¢ D.)

Chromatic Resolution.—The same chord at the
12th pulse of Ex. 179 is not a disguised transition
chord, because it is resolved chromatically. (See
p. 52). Instead of moving to S, which would make

tears
any more pain — |
these-which are-ar rayed
These-are they-which came out-of | great tribu lation — ||

‘and made-them | white in-the blood of-the

< midst-of-the
. And-shall lead-them unto | liv ing fountains
l:. ’And God ’shall | wipe a way — |

[
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’And
For-the for mer | things

— | from their eyes — | .

SOrrow mnor cry ing —

‘in | white — robes — || And — | whence

And-have washed-their
Lamb —

thirst any more — | Neither-shall-the

throne ’shall |
of waters —

feed — them — |

All — | tears — from their eyes — :|

a real (S D), it moves to De¢, a chord which, like
7S and Db, has a peculiar power of deciding the
key. De, while it is itself the very Tonic of the
key, puts also the very dominant tone of the key
in the most prominent position,—the Bass. Thus
the chord 7R, threatened a transition only to show
how fast it clung to the original key. In the same
way we notice that D in the 15th pulse of Ex. 178
is only 7S disguised. It makes the transition which
we express thus, (S D). But, the same chord in
Ex. 179—4th pulse, is not a disguised transition
chord, becaunsc it is resolved on 78, the deciding
chord of the original key.

Ex. 179. xey C. W. G. AN,
L *

I8 | :8 C ST geC e (NG R LN | T A SR | N id‘ e
Lord, have | mer - ¢y up-on us, Andincline our |heartsto keep this |law.
Im m LA IsP Ny g Yreg 5 87 1S 1 s Tl |m t—
palidls, fad'ed! @l d) It dbetid’ cdb o dh cd' jdh Lot BRI RE
Lord, bave | mer - ¢y up -on us, Andincline our |heartsto keep this ! aw.
it =xd m :mm.mf :n stoeng s dl | .d £ oife §s s S ATALEEES
Ex. 180. Name all the chords in Exs. 177 to | closes there is also, very commonly, a descending

179.

Effect of Accent, Cadence, and the Over-
fifth in developing the mental effect of tones. It
is easy to understand how the placing of any
particular tone under the strong accent of a
tune, will necessarily bring its proper mental effect
into notice. It is also easy to understand how
those resting points in a tune, called Cadences,
p. 48, must give emphasis and importance to the
tone on which they close. A close implies a
pause to follow, and even in Elocutien, a pause
after a word gives it emphasis. In these Rhythmic
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motion of the Melody which gives weight to the
tone it falls upon. The very name—*“(Cadence,”
springs from this idea. But another source of
emphasis is more easily felt than explained. It is
the influence on any tone of its over-fifth, or what
is the same thing, of its under-fourth. Though
we cannot give reasons for the power of the over-
fifth in music, it may be interesting to observe that,
in the order of consonances, the Fifth is, next to
the Octave, the most perfeet, and that the Fourth
is next to it in truth of accord; that when a musi-
cal sound is resolved into its constituent parts, the
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Fifth is the third part or * partial,”’ the First
after the Octave of the Fundamental Tone,—that
in Harmony, which is only Closer Melody, the
Fifth soon came to be called the Dominant on
aceount of its acknowledged power in deciding the
key, and that Conmsecutive Iifths in Harmony are
felt to be hard and disagrecable, probably becauso
they suggest the idea of two tones with Dominants
where one only is wanted. In the first line of a
well-known tune, ¢ St. Bride’s,” we have 1 made
emphatic and predominant.—1st, by the cadence
upon it, and—2nd, by the motion to and from its
under-fourth :—
el il et At ARER= ] —" !
By freeise]y the saine means, in its next line, € is
made predominant :—
alrelles e Al |mbe £ 2 Wkdl 2 — | — |}
In the third line no ono tone is made to pre-
dominate in the melody :—
G e o 0 ALt b el Tl Y R
But in the last line, by the influenee of its
over-fifth, by accent and by cadence, 1 again
predominates : —
S I o B IR0 R ) BEE ) B |
Another cxample is afforded by the old tune.
«Martyrs.” When written according to the oldest
copies, those which correspond with the present
singing of the tune in the Highlands of Scotland,
the tone r is made to predominate, in the first line
vy its twico rising to its over-fifth, and making a
cadence on it :—

om0 T S T D O
In the second line by its cadenee on the under-
fourth :—

|

o e (1 [ [ R0 e[| CHES
In the third line by its cadence :—

B S e Thl WY
And in the last line, after three cadencex on the
fifth of r, by a very decided cadeneo on x itself
falling from its over-fifth :—

ARt s 1t =1 frte- - Ml

The Modes.—This power of making any one
tone of the Scale so prominent as to stamp its own
character on the whele or any part of a tune, was
early understeod among all nations, long before
what we now call harmony was known. In the
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old Greck and Latin music there were as many
Modes of doing this as there are tones in the Scale.
In each mode special predominance was given to
some one tone. Kven to the present day the great
eastern nations of Persia, India, and China, who
dislike our harmony, are exceedingly exact about
the correet intonation of the various modes of
melody. (See examples in the ¢ Historical Speei-
mens ’ of my ¢ Common Places of Music ).
Much of the old music of Seotland, Ireland, Wales,
and England, cannot be written as still traditionally
sung, exeept by tho use of these modes; and when
(as in the case of ¢ Martyrs” in Scotland,
“ Bangor” in Wales, and other well-known
tunes) musical men, seeking to be wiser than
Bach and Handel (who reeognized tho modes),
altered the melody to suit the supposed require-
ments of modern bharmony, and printed these
altered melodies, the consequence was that the
people either eceased to use the tune or continued
to sing it differently from the printed copy.

The Modes are called by various names; by the
Greek, the Latin, the Indian, and the Chinese
writers on music. It will be sufficient for us to call
them by the namo of tho Scale-tone, whose mental
effect pervades them. Thus wo have three modes
with a major-third above the principal tone or
Tonic—three major imodes—those of Dok, Fak,\
and Sok, and three minor modes, those of Zal,
Ray, and Me. The mode of 7. with its diminished
fifth, is but littlo used. Of tho major modes, that |
of Dok is almost exclusively used in modern times
and among tho western nations. It was ealled, in
ancient times, the Seeular Mode—the mode of the
danee and the song rather than of Ecclesiastical
solemnity. No other mode suits modern harmony
so well. Of the minor modes, the Las mode has
come to be the only one used among the nations
of modern Europe, 1n connection with harmony. It
could not be adapted to harmeny, however, with-
out alterations; and these so much modified the
pure effect of the old mode, that we prefer calling
the modified form ¢ the Modern Minor” instead
of “the Lah Mode.” The history of the tune
“Dundeo ™ or “ Windsor ”’ will illustrate this. In
its original form, and also as copied from ear by
Dr. Mainzer, in his ¢ Geelic Psalm Tunes,” it is «
Ray mode tune, and cleared from Galic flourishes,
reads thus:—

irjrim|fimfrex |d||f [ s |Eim £ 1l
f|lis'fim|rir|d||f Imir{r:d|r!
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This melody could have been written so as to
begin on 1 instead of r, without altering the inter-
vals, Melody alone would not decide which mode
it is in. 'When harmony began to meddle with it,
a “leading tone” to the r was wanted, and the
“hree d’s were changed in some printed copies into
de—which is a little step beneath r. In this form
the tune appears in Este’s “ Whole Book of
Psalms,” A.D. 1592. But, so strong was the
resistance of the popular ear to such an alteration
of the melody that, forty years later the tune
appears in John Knox’s Psalter with the first and
second d’s unaltered, and only the last made inte
de. Later still, harmonists found the Ray mode, for
other reasons (See ¢ Construction Exercises,”” p. 90.)
unfavourable to their purpose, and wrote the tune
in the Lak mode, altering the three notes as before,
thus :—

:1|1:t |d:t |1:1 |se|ld|m:xt]dl:t |d" ]
:d' [mlix'|dlst | 121 [selld|t:1 [1:sell |

But the alteration of the uofes in the books did
not necessarily alter the tones of the people’s
singing, and wherever books and instruments do
not dominate, there may still be heard the clear,
firm, solemn cadences of the old melodic mode,
|1 :1 |8 orin itsolder form |r :r {d
auabalslass | Ls o |r - :d. ‘|r. Thus,
in the Highlands of Scotland, this tune is still sung.
Even in England the modern version of the tune is
seldom used, except where there is an organ or
some other instrument to make the voices sing
according to book. It is felt by all that se intro-
duces a wierd unsettled effect, and greatly alters
the whole spirit of the tune. It creates also a
difficulty in striking the d' with which the next
line begins. The ear naturally regards

se asanew t, and can easily strike after it, fi r
t or r', because they have something to n'
correspond with them in the supposed | —d!
new key ; but is puzzled to find d'. (See | r! ¢
the diagram at the side). So, in the

history of this tune, a curious thing | ! ]
happened. When musicians began to | ¢ ge

alter its melody, the people in the

churches of Scotland, without presuming to resist
the demands of harmony, or to contend against a
learned Precentor or a Choir, fell instinctively into
the expedient of striking some other tone of the

St. Co. (New.)
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same chord, which was easier than the uncertain se,
and from which they could more easily rise to
d. A new tune called “ Coleshill ’—not interfer-

| ing with the harmonies of Dundee, was the result.

It reads thus :—

l

L T G N R R
.: ' imloort |dlis |d []dY mlocx! [dUocs

4110 190 S 1 T 1 Gt -S9O s 6 1 [0 [

The Doric or Ray Mode.—DBecfore the introduction
of modern harmony, this mode was the principal
one used for worship. Throwing its emphasis on
the earnest ¢ prayer-tone” r, it was strong and
hopeful as well as sad. The softer Lak mode can-
not take its place. Much less can the modern minor
with its sense of restless unhappiness. In Wales,
both North and South, this mode is much preferred
to the Lak mode, and popular tunes, printed in
one mode, are sung in the other. The difference

18 easily observed, because (in addition

b 1 |t the question of the artifical leading
tone) the expressive cadence d' t 1 in the
s d | Raymode,becomes s f m in the La mode.
t | It is like transition to the first-flat key.

(See diagram). Let the pupils notice and
1 | describe the changes of melody, which
would be necessary to put the tune
“ Martyrs ” above into the ZLaki mode.
Let them do the same with the following
old Ray mode tunes—singing them in
both modes. The first is the burden or
chorus of an ancient Christmas Carol
~| “Nowell, nowell,” which Mr. Chappell
T | ascribes to A.D. 1460 :—

|r = :f d Im o-urid.ty
13, := 2 |d :-= :d |xr :=:r |m :-
|d :- = |r id
The next—* Bangor,” is a tune of the ancient
British Church, as it may now be heard in the

churches of Wales and Seotland whenever sung
without book or instrument :—

e usf 15 1A
11 11 SdIsLt ) s

3+

w

— crpu M
.

i Im -
2]

B S T [ e Ilr := ||

m Bl N A Y ]

{1 I

!




36 FIFTH
SIS g gl il o) ap el ool el
3 I'e! :1 .8 |f m ir ]

These studies are not mere matters of curiosity, or
of history, for by far the largest part of the popu-
lation of the world, at the present moment, makes
use of these various modes in singing. Mission-
ariﬁes, above all others, should study this subject
well.

The Modern Minor is built on the ancient Lal
mode with adaptations to modern harmony. The
relation of tones to one another is more strongly
felt when they are sounded together in harmony
than when they are merely heard successively in
melody. Harmony, therefore, introduces new
principles. The chief principle of medern har-
mony is that which chooses a particular cherd,
called the Tonic Chord, makes it preoccupy the ear,
and ther makes the chord on its over-fifth, its
dominant, and that on its under-fifth, its sub-
dominant, minister to it. The meanings and uses
of theso terms are given on pp. 20, 27, and 46, and
at p. 48, this principle of ¢ Chord Relation" is
illustrated by the cadences. Those who not only
sce, but listen to these cadences, will understand
what is meant. In the common, bright, clear Dok
mode the chord relationship was satisfactory and
pleasant. Twe strong major chords, S and F, two-
fifths apart, yielded and ascribed superiority to the
chord D, which stood equidistant between them.
The modern minor is an attempt to apply the same
chord relation to the Lak mode. But in no other
mode, except that of Do/, are the Tonic, Domi-
pant, and Sub-deminant all major chords,—and the
ear naturally dislikes two unsonorous minor chords
(See p. 46,) together, especially in a cadence.

S8E.—In the Lai mode, L the Tonic, M the
- Dominant, and R the Sub-deminant are
1 all minor. The first harmonists shar-
8€ | pened the third of the Tenic L, making
(8) | the chord 1 de m, and this s still done
f
n

sometimes in slow music, but the most
satisfactory artificial arrangement is that
which sharpens thc third of the Domi-
nant M, making m se t, whenever it is
wanted as a dominant. Occasionally,
however, s is still used, especially 1z
descending stepwise passages. Se is
related to 1 as t is to d'.

el - - |
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Bay.—The usc of se, instead of s, makes a great
unpleasant gap in stepwise passages,
1 | between se and f Therefore, in such
| passages the cemposer often intreduces

s€
(g) | another tone which he uses in place of f.
(ba) It is related to se as 1 is related to t.

£ ‘We call it bay and write it ba. :1 |se : ba

sounds much like :d° |t :1 and
M |:m|ba :se |1soundslike :8 |1 :¢ [d\
There are, therefore, two “al‘ernative

r tenes’’ in the modern miner, one intro-

duced for harmony’s sake, the other for
d | the sake of melody. Bay, however, is
t ?ot so often substituted for f as se is
or 8.

1

Difficulties of the Singer,— Thesc arise from
the modern minor, with its altered notes,
being so like, and yet so unlike, the
major of the same Tenic. See diagram
at the side. The ear is drawn away
from the key and confused. To prevent
this it is best to train the singer to imi-
tate the relative major, not the ZTonmic
major, and so to keep the Doh in mind.
Thus the teacher patterns on the medu-
later [ m! :d! |t : d || andimmediately
follows it by ldl :1 |se:1 ||. After
a time he will give any major phrase
and ask for the corrcsponding minor.
The difficulty, already noticed, of _stnk-
ing d! after se is increased by the intro-
duction of ba, because ba strengthens
the feeling of a change of key. This
feeling also makes it difficult to slt;nk:hf,
; especially by leap) as is seen by the
5 éialz:r‘;m );t {he in)de, and felt by all

singers. It will be easily scen from the
d diagram, and has often been felt by the
teacher, that in singing such a phrase as
this:m |ba :se |1 :t |dl :— the pupils will
sing de! instead of d), and even in singing such a
passage as this:m |ba :s6 |1 :— |m :
the pupils, instead of falling upon the same note
with which they began, sometimes sing de as
though it were the m of the major key drawn at
the side. Such exercises as the following should
be constantly practised from the Modulater, first
sol-fasing and then laaing, always singing its
relative major before each minor phrase.

D.C.
|d cmt ! st (- g1 :d It cse |1 =l

% efﬂl-c [ = I
»-'.-rDaH:LHa mlo—-
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f—
n
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Ex. 181—6,
D.C.
{d :t §1 :t |d :—||1 :se|ba:se|l =]
D.C.
Im :d' s :1 [t :d'[d':1 |m :balse:l ||
D.C.
I :d |t :1 |s :~|d':1 {se:ba|m :- ||

D.C.
's :1 |t :s Im' = |Im :balse:m |d' = ||

The teacher patterns the relative major.
im :selt :m |d' :1 |se:l |m :se|l :- ||

|d" st |1 :sejl :balse:l

But few composers understand about this. They
therefore sometimes introduce tones which give
great trouble to the singer, without adding, in the
least degree to the beauty of the music. When
composers write for a hired theatre-chorus (who
dare not say that anything is difficult—much less
hint that it is unnatural), we cannot wonder at
their mistake. KEven Handel has sometimes thus
erred, and his notes to the phrase “ Till thy people
pass over, O Lord,” are seldom correctly sung even
by the Handel Festival chorus at the Crystal
Palace. Tonic Sol-faists, after this warning,
will know the difficulty and master it. Modern
composers for the voice ought to know the diffi-
c‘ﬂt% and, except when it adgs beauty to the music,
avoid it.

[m :se |l =]

The Exercises.—As the modern minor is so much
the creature of harmony, it should be first studied
in such exercises as the following six. They are
simply previous Tuning Exercises changed into the
modern minor :—

Ex. 181. xey E. Lis C#. Compare Ex. 85.
a Y

I ]1:1 Ise:-||se|l :1 |1 :se]l :-
d{mn:d [m:=imm :d|d:t|d:-
Lifd:lyIm:=lim |d :1; {m:m |1 :-
I’E;c. 182. «xEy B).mL is . Compare Ex, 86,
(1d |d :t|d - }d [t :1 |t :ty {d -
L) {1 :se L - || 1; |se:]y |1, :5e],:-
Loiliem 1L = WL ey cdy [mpem |10
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Ex. 183. ke B). LisG. Compare Ex. 123.
m|d:f l'l:—lf'lhd:f t:r|d -
d |1:r |d:-| seld) :1; |se:t {1 =
LiLioey (o= iy |1y owy ey ey} 1y -
Ex. 184. xey C. Lis 4. Compare Ex. 124.
g(ﬁ r':t |se:- f f et d:t |1 :-
1 |f:f [mi=lim |f :1 |1 :sefl :-
elr:r m:~-jld jr :f imem 1 5=
Ex. 185. key C. Lis 4. Compare Ex. 125.
@ |dx mi- |l |redltd st |1 HE
1 (1:1 [se:- |1 |se:1 |1 :se|l :=
111 :f '"me={d It:] Im:m |1 :-
Ex. 186. xey C. Lis 4. Compare Ex. 126,
‘ @ |mior (d- P d tot |1 -
1 jd:t [1:-|1 |se:l (1 :sefl :-
)ll:n £ - WT Tm ISR
Chord Relation in the modern minor. Z is the

Tonic of the minor mode as D is of the major.
Therefore M, or with its commonly-sharpened third
se})f, is the Dominant, and R the Sub-dominant.
What is said of the relations and habits of D, S,
and F (pp. 21, 26, 27), applies almost equally to L,
se}f, and R in the minor. at is said of 78
(p- 46), applies to 7se ], and the habits of "R (p. 47),
are imitated, as far as possible, by 77} and so on.
For exacter particulars—See “ Construction Exer-
cises” p. 90 to 101. The chord M (p. 46) is called
the “Mediant” in the Major, and D is called
“Mediant”’ in the Minor. “ Minor D (that is D
in the minor mode) is as little used as Major M.
R is called the * Super-tonic” in the Major, and
T in the Minor. ¢ Minor 7,” and “ Minor 77,”
are used like R and "R (pp. 46, 47). L is called the
“ Sub-mediant”’ in the Major, and both F and
BA are Sub-mediants in the Minor. T is the
chord of the “Leading Tone” in the Major, and
SE in the Minor., No chord on the flat-seventh
of the Minor Sg’ﬁ is used in distinctively Minor
passages. It will be noticed that we write the
chord-names for the minor mode in Italic Capitals
to distinguish them from the same chords when
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influenced by the habits of the majer mede; for
the same purpese of distinction in speaking we say
¢ Minor L,” “Minor 7,” &c. The student should
compare the above six chants in every respect
with their major-prototypes. To make the com-
parison one of ear as well as cye, the two versions
should be lead softly, the student looking at the
major while the miner is sung, and at the minor
while the major is sung.

Ex.187. Nameallthe chordsin Exs. 181 to 186,

Modnlation originally meant singing in mede.
We use it fer a change of mode, as from the D
mede te the Z mede—from tho major to the minor,
or from minor to major. Major funes frequently
introduce teuching cadences 1n their Lak meode
or ‘ Relative Minor.” (Sce Exs. 195, Meas.
23. 212, Meas. 14). And, it is almest a necessity
for a minor tune, that some large portion of it
should be brightened by medulation te the relative
major. (See Exs. 189,—5th Meas., 190,—11th
Meas., 191,—5th Mecas., 192,—4th Meas., 193,—10th
Meas). And even in 188 and 194 there aro short
phrases of major, with f and s to distinguish it.

Transitional Modulation.—When the music
changes both its key and its mode, at

d f | thesame time, some beautiful effects are
t m | introduced. The commonest change of
this Kind is that from the majer mode to

1 r | the rclative minor of its first flat key.
se-de | This originates a new ¢ distinguishing
d | tone” which we call (on the improper
ba-t | method of notation) de. The bay is
often used, disguised as t. The phrase

ir |de:t, :de|risreally:1 |se :ba :se|l.

(See Iix. 234, Meas. 5). This transitional modu-
lation” is more frequently used in Passing
t | than in Cadence medulation. (See Exs.

.

major to the relative minor of the first sharp key.
This originates another distinguishing tone which
we call re. The bah, in this case, is rarely used,
but it would be called in passing modulation de.
The transitional modulation of the first remove—
minor to major is more commeon. Cases may be
found moving to the first flat key in Add. Exs. p.
60, 3rd score; p. 69, 1st score; p. 88. 4th score,—
and to the first sharp key in Add. Exs. p. 33, 8rd
score; p. 69, lst score; p. 60, 4th score; p. 79, 3rd
score; p. 87, end of secend score; p. 96, 1st score.

Accidentals,.—Properly spcaking, nothing is
accidental in music, but this word is frequently
used to indicate any tones which are out of the com-
mon scale. It will be the student’s business to
Jjudge whether these tones indicate transition from
the key, or lead to a chromatic effect in the key,
or are merely brief ornamental passing or waving
tones. In the Tenic Sol-fa netation we indicate a
sharpenednete by alteringits vowclintoee, thusd, dee,
(written to save space de) and a flattened note by
altering its vowel into ax as in caught, thus m, mau,
1, lau, 8, sau, and 1, rau. 'To save space these are
written—ma, la, 8a, ra. Sco Ex. 247.

Rare Accidentals.—In uncemmon cases like
these in Ex. 247, the sharp of 1 is introduced. It
is called le. It scldom has any very traceablo key-
relationship, but is introduced as an accompanying
third to de. In the same way, but in exceedingly
rare cascs, bay is sharpened generally to accom-
pany le. Itiscalled be. In cven rarer cases still,
the sharps of m and t are required. They could
not be preperly written respectively f and 4,
because that would make them slightly too high.
The sharp of any tone bears a fixed relation—that
of a little step to the tone above. Its relation to
the tone frem which it is named, varies slightly
according as it is taken from a greater or a smaller

f 233,245, and 236.) Additienal Excrcises, | 1T
1l 52 33, 3rd score; p. 47, 4th scdre; p. | step of the scale; but it is always less than a little _
U] 49, 1st score ; p. 52, 1st score; p. 54, 2nd, | step. The sharp of m may be called my, that of |
T€-S€ | 3rd, and Gth scores ; p. 80, 4th score; | ¢ may be called ty. If in'similar out-of-the-way
r p- 88, 2nd score, and p. 60, 1st score. | cases, the flats of d and f were regnired, the flat of |
-ba | Another, though net a frequent Tran- | 4 would be called du, and that of f would be
d sitional Modulation, is that from the | called fu. See *Staff Notation,” p. 31. ;
FAREWELL, MY OWN NATIVE LAND.
Ex. 188. xevy B). Lis G. Rather slow. A1r “The Shepherd's Daughter,”
[ 1, = .0 604 o it jd = .r |d M r - od (Epaiart
L.Fare - | well my own dear [ma -  tiveland, Decar |fricnds =« long fare -
x| d = .1y 1sen]y oty sell, = .t 1L :d ti = .1 tsenl; it .se
2 Fare - | well to all my kin - dreddear, My Jechild - hood’shome,fare -

St. %o, (New.)
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d S 1= SRl r = |t 5
well, Each |lov - ing heart and
1 t— |— m f = fels ot
well, With |throb - Dbingheart and
Cruons.
1ty =1 +8€ 1 . = e 1 b
S bid younow fare -| well. Fare -
[ B Rt LI & — 1— = |If :—
U bid youall . fare -| well. Fare -

d
kind
1
fall

id
well,
Iy
well,

OUR LIFE IS EVER.
Nore.—Sing it firmly, with the “ pressure form ** more or less marked on every seeond pulse of the measure

89

= 1 «d

2% Ay <Shandy I

= .sel] My

- ingtear, I

=" St yiser Sl o
faro yo  well l

= |n memid
fare ye  well, ||

Ex. 189. xev C. Lis 4. M. 66. Graun.
15 : n 1 :— :t d :— ) Int i— fr g i— :p
S Our | life is eov. - er on the | wing, And 2
(:n 1 == B0 G e R USSR 0 U I, L SRS o boi— it
Our !life is ev - er on the | wing, And | death is )
il O ==t ol U AT AR R oG L5 i G o= el
death is e o o0 e Ainigh.; The |mo - ment| when our | lives be -
s hdl — =gl apt JdY c— ' |t — it T i k]
eyt - er, |ev - er nigh;The lmo - ment{ when our |lives be -
g = e I e R WA U5 o B U O 1 LR+ LR A 2 AR R U —
gin, We |all be -| gin to die, We |all begin to | die.
Z se :— :se |1 :— :1 T Ay | :_se.ba se :n :1 |[-.,lise :se |1 —
gin, We : all be - !gin to die, We all begin  to | die.
SUMMER IS GONE.
Ex. 190. xex BD. Lis G. Slow. A, ¢ Fortune, my foe.”
L, :— |k :=-gd :— |— % | m oqr A |t i— |— :—
1.Sum - mer is| gone, And |sad - ly sighs the | breeze,
2.Sum - mer is| gone, And |here 1 sad - ly | sigh, ]
SIS.C. o' TAEE!
1, == L« -.t|d Sy == d 0 |— R o
l| = /55 - .t| d v oo ey 1| '8¢ |— 1 m = (W eaiess -
LR | | 75 i) d_ 3= 1 [y A m i e s IR | (=
Hm, Hm, /

8¢t. Co. (New.)
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2 Let me go—I may not tarry, 3 Heaven’s broad day hath o’er me broken
‘Wrestling thus with doubts and fears; . Far beyond earth’s span of sky ;
Angels wait my soul to carry Am I dead P—Nay, by this token
‘Where my risen Lord appears ; Know that I have ceased to die.
Friends and kindred, weep not so, ‘Would you solve the mystery ?
If ye love me, let me go. Come up hither, come and sce.

DRIVE DULL CARE AWAY.

Ex. 192. xEY G. Lis E. Ar.—“ We be soldiers three.”
e <0 S B r = i R 1, -t :d
1.Drive dull care a - way, Let us be
) ) |se, - @ ty= Rl |se - 1 1-.s€t]
2.Come, come, join our  song, Mer - ri-ly
ity - :m d -t 1ty - = s =f:m r :-d:ir m :-.r:d
hap - py, | blithe and gay; Ban - ish yoursad - nessand|join in our
188 == m |1 c:-.siife fsy - = Im =r:d ys -ty |do oi=atyed,
chant it loud and long; Ban - ish yoursad - ness,bid|sor - row be-
A= M r o o-amad it -l sty d :1, - 1= = =
lay, And |let us all sing and be mer - ry.
1se] - im t, :—.d:l  yse .-.base |1l :1, - - = -
gone, And |let us all sing and be mer - ry.
Words by THE DESTRUCTION OF SENNACHERIB. Music by
Byron. ACLel

Ex. 193. xey F. Lis D. )
1 Lt d 1d X m n 14t 1d 1d 253 m —  d oury

1. The As|-sy - rian came on the fold And his
2.Like the| leaves of the sum - mer is green, That
1 L8l ]y ot : 1 'ty d — i Wt
3. For the] An - gel of Death spread his| wings on the blast, And "
[lm m :bha se :se :ba n Hy :ba se 0= AR T
co - horts were gleam - ing in pur - ple and gold ; And the
host with their ban - ners at sun - set were seen : Like the
d d d t 't .1 s€  :s€ 1 t) L d =T
breath’d in the face of the foe as he pass'd; And the

S8t. Co. (New).
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FORGIVE THINE ENEMY.
Ex. 195, xEey G. D. t. Fuchs,
: ! % sq! 1= ) 'S 1 St
For - give thine |en - e -
d — t :Sj 1, st af :1 PR3- T el B m .r
For - give thine {en - e - my, thine en - ¢ - |my, thine
a1 sl - .fi :m =S A pReIe st  d' —  :t da' t—
( my, thine en - e - my, thine en - -5 e ' myy
] - .T = .4 | S1l Psuilift = .n — diiren
2 en - e - - my, thine |en - - - - my,
: o m :d r nm £ 51l U A
S For - |give thine |em - e - |my, thine en-e -
Bt s id e L K :d 1 :f) 1 1
( Forgive thine| en - e - | my, For - |give thine [en - e -
TP d! S o R IRASERE— (T, == ISR == 3
my, thine en- e -/ my, thine en - e - |my,
3 (R E 4 — — :mm.rjd g _1;,_(} tine o=t 1, — f —
my, thine en-c -l my, thinelen - ¢-| my, For -
[1d = gt s ) TPRE A ad ot .l t.mn -l ot gd i—
For - give thine {en - e - |my, thine |en-e-my, thine ene -; my,
n d A T f :m.r(m.l 1 — 8 i— j-.m:d.m
give thine |en - e - |my, thine |en-e - my, thine ene -
f. G.
dlsf :r .fn  :d =Sitar] st o = 8 o = rldS R e
thine en-e-| my, For - give thine, thine [en - e - | my.
st d.t, :y.m [f :=.m|r = .d [t.8:d — d —
my, thine jen - e -|my, thinelen - e -| my, thineen| - e - |my.

Chanting.—The pupil will now learn the recita-
tions of Exs. 177 and 178, paying special attention
to the Consonants as taught at the last Step.

Ex. 196. Sing to words Exs. 177—178, having
first learnt the music by heart.

Arranging Recitations.—In connecticn with the
study of Chanting, it will be well fer the Teacher
to give out a pertion of a Psalm or some other

8t. Co. (New).

passage of Seripture; te be fully marked for Chant-
ing, with Cadénce bars, Pulse divisions, Accent
marks, and Type-expression. (See pp. 35, 36, 59).
The comparison of these various plans, before the
class at its next meeting, will prove both a fine
exercise of taste, and an interesting study of the
sense and meaning of the werds. Besides, the
Tenie Sol-faist should give himself the trouble of
mastering all these principles of recitation practi-
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cally, for he may some ‘day have tbe duty and !

happiness of leading a congregation, and then,
whether he uses a Look marked for recitation like
our ‘exercises or not, he will require a practical
mastery of our principles, unless he is content with
tasteless, sinful “ gabbling ”’ instead of chanting.

In commencing such exercises, the student will
first cut off the cadences. He will naturally try
to arrange these so that the musical accent may
correspond with the sense of the words. This
eannot always be done. The attempt to do it, in
difficult cases, often lcads the marker to put too
many syllables into the pulscs of the cadence—so,
that when it is sung quickly, as cadences should be
sung, an irreverent dancing effect is produced, and
when the cadence is sung slowly, it naturally makes
the recitation also both heavy and jerky. The
practice of putting several syllables into tho pulses
of a cadence, compels the reciter to put many sylla-
bles into the pulscs of his recitation. *It is certainly
better in the cadence—as far as scnse will allow—
to kecp only one syllable for a pulse. Compare:
“: . Whickh | stilleth the : noise of the | seas
s . the : noise of their || waves : and the

tunult  : of the | people” with “: . Which

stilleth the : noise of the | seas . the

noise  : of their | twaves : and the |
tu : omult | of : the people.”  The last
can be sung quickly; tho first must be slow and
heavy, and still jerky.

In preparing the Recitation, let the student first
make sure of its beginning and ending. For he
must remember that the chant is & mixture of
Speech and Song. The Recitation is Speech ; the
Cadence is Song. This nccessitates some compro-
mise, at loast somo “management” at the points
(before and after the cadence) where Speech and
Song meet. As an accent comes at the beginning
of every cadence, there must always be defore it
either an unaccented pulse, or a pause of a pulse
supposcd to bo unaccented. As we cannot well have
two strong pulses togcther, it is unnatural to make
any other than a woak pulse between the reciting
tone and the cadence. Thus, if in the follow-
ing sentence wo fecl tho nccessity of emphasising
both “martyrs’” and ¢ praise,” we should not

attempt to wxite—“: . The | noble : army
of | martyrs | praise” but “: . the | noble
tarmy of |martyrs: | praise, &. As every

cadence eloses with a soft pulse the mind naturally
expects the strong pulse to follow, and if the words
will not bear this, youv must give a pause to let the

accent pass by. Thus | Thee :— | : . The
| holy : Chureh : throughout | all ™ or
better thus “: . The : koly Church.”

Another hint is this. It is important that the
student should use a metronome for his recitation,
else he will find himself continually varying his
rate of movement, and that cannot be done by a
great congregation. It is very unnatural to Aurry
the pulses of the reciting tone and slacken those of
the cadence. They should all move at the same
rapid rate. If you chant slowly it is impossible to
make the pauscs indicated by the dots.

In further studying the reciting tone, the careful
marker will observe that the two-pulse rhythm is
the most common and easy, but the best speech
contains a well-arranged varicty. As a general
rule, the rhythms in which a passage is best seid
are those in which, for chanting, it should be sung.
Chanting, however, is not private ¢alk ; it is publio
speaking. Public speaking differs from private
talking 1n this—that the pulses in public speaking
are necessarily more regular, in order tgmt the
voice may carry further. The student, moreover,
must not despair if he finds it, in some cases, ex-
tremely difficult to reconcile sense and rhythm.
Prose 18 often written more for the reader than the
speaker. The prose style of a Bolingbroke, a
Brougham, a Gladstone, or a Bright, is quite
different from that of a student or a learned trans-
lator, who seldom speaks further than across a
table, and it is altogether more rhythmical. 1t
was not all the translators of the Bible who studied
tho rhythmical structure of their sentences. While
the student is thus recommended to exercise his
judgment and taste in deciding which plan best
expresses the sentiments of the words and best
draws out the voico of the whole people,—he should
be always ready to unite cheerfully in the “use'
which he finds established in the church in which
he worships.

The following hints are for the Precentor. Firas,
avoid chants with high reciting-tones out of the
reach of ordinary voices. Long recitations on a high
tone are screaming impossibilities to a congrega-
tion. Second, avoid chants with wide intervals in
the cadence. Such cadences are not like the natural
cadences of an excited public speaker. They are
almost necessarily slow and heavy when a congre-

tion sings them, and “slow"’ cadence makes
Jerky recitation.

Expression.—At page 30, a brief and superficial
reference to this subject is made. The pupil being

St. Co. {New). ® Because the pulses of recitation and cadence should move at the same rate.
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now well grounded in the doctrine and practice of
time and tune, is free to give full attention to
expression. The subject is one of great intellectual
and artistic interest, and both voice and mind
should go through a thorough training in expres-
sion. The chief elements of expression are speed
and force. How speed of movement influences the
emotional effect of tones has been shown—p. 28.
How the various Degrecs of Force can influence
expression is never known until the pupil has really
learnt to control his own singing in this respect.
It is one of the simplest, easiest, most effective, and
mast neglected of all the contrivances of music.
Ordinary singers employ either an uniform weak
drawl, or an equally uniform shout. They have
never cultivated a medium force of voice, and the;
can never give that light and shade of sound,
which, like the varied distances and lights in a
painting, throw such a charm over the musical
icture. The first thing to be secured—the foun-
ation of all the rest—is a good delivery of each
tone, both for the sake of quality and clearness of
smpulse.

Delivery of the Voice.—In singing, the student
must remember that he is not singing to the top of
his head or the bottom of his throat, or to the
inside of his mouth, but to an audience in front of
him. He will, therefore, direct his breath out-
wards, in a steady, well-regulated stream, keeping
his teeth always wide apart—even when he has to
round his lips. By this means he will avoid shrill
bird-warbling, bass growling, and vague humming,
and will produce a rick, round tone, without discor-
dis1t upper ¢ partials.” ;

Attack and Release.—Closely connected with a
good quality of sound, and essential to its pro-
duction is that clear striking of every tone—that
“ good attack,” as M. Fétis calls it—that * shock of
the glottis,” as Garcia describes it—that firm, but
light and elastic ¢ touch’’ as Mdme. Seiler speaks
of it—which should become a habit of the singer.
Every tone should have a sharp confident opening
as well as a distinct close. It should be like a newly
cut coin. “ Any one,” says Dr. Lowell Mason, “ who
gives attention to the production of tones by a good
instrumentalist, or to the manner in which they
strike the ear when the ‘attack’ is made upon
them (or when they are first brought forth by a
gkilful player), cannot fail to observe their great
superiority in promptness and energy of delivery,
to those usually heard in singing. Indeed, choir or
chorus singing can hardly be heard without rcveal-
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ing the fact that whatever proficiency may have
been made in reading music, so far as it relates to
time and tune, the proper use of the vocal organs
in the enunciation or®emission of tone has been
sadly neglected.” Any one who, in the Crystal
Palace or elsewhere, has heard some great artist
singing with the accompaniment of a vast chorus,
must have been filled with wonder to notice how
easily the artist’s voice was heard above the
thousands of uncultivated voices. It was greatly
because the artist had formed the habit of good
attack, and made his voice reach the ear more
quickly and more truly. The increasing habit in
singing classes (when time, tune, and words are
learnt) of studying delivery and expression, with
closed books, under the guidance of the lcader and
his béton, have done much in England to remove
this defect,—~of bad attack.

Mr. F. Kingsbury, in his sensible pamphlet on
the voice says :—DPass the breath in a small stream
letting it commence suddenly, as if produced by the
sudden opening of a valve, but without any further
effort. Unnatural forcing of the breath must be
avoided, while care is taken not to let it coze out.
By this prompt attack, after a few experiments
the singer will positively fee/ the back of the throat
and mouth simultancously filled, as it were, with 2
solid body. The muscular power of these parts is
felt to grasp or lay hold of the sound. This sensa-
tion of laying hold of the tone should always be
prosent to the singer. He will then be conscious
of 1? power to mould and shape the sound at his

will.

The following hints from Mr. Ellis will assist
the teacher in observing, and the pupil in learning
the proper mode of attack. Ounly, that which he
calls the ¢ clear attack,” forms the true action of the
glottis to be practised by every singer. In this,
the vocal membranes are brought into contact
exactly at the moment when the breath is made to
act upon them. In the “gradual’ attack, the
vocal membranes are brought together while the
breath is being emitted, so that the passage through
whisper to voice (whisper being speech without the
vocal membranes) is unpleasantly audible. As this
attack is common in speech, it is the more neces-
sary to guard against it in song. It causes what
we call “breathiness.”” In the ‘“check™ of the
voice, the vocal membranes are brought tightly
together defore the breath acts upon them, and are
separated with a sensation of a click in the throat.
Only for an extreme staccato effect should this be
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used. In the “jerk,” the proper clear attack is
mado with the addition of a sudden jerk of the
bredth, produced by the diaphram or muscular
floor-on which the lungs rest. This jerk can be
easily felt by the hand. It is the proper form of
tho aspirate H for the singer—that is H without
“Dbreathiness.”” But, care must be taken not to
allow a puff of wind to escape before the vocal
membranes aro brought close cnough together to
make the clear attack. In the “slurred” attack
(that is the attack on the second vewel, or the con-
tinued vowel in a slur) thero is a simple relazation
in the emission of breath between the twe vowel
impulses. So that no very sensible sound is heard
hetween the two vowels, and no “clear” attack is
heard on the second. The distinction between the
slur and the glide (p. 61.) is this: In the glide the
voice continues in full force while the organs aro
passing from one vocal position to another, and in
the slur the voice is continued, but with greatly
lesscned force. This is true—both in music, when
wo pass from one tone to another, and in speech
when, without change of tone, we pass from ono
vocal position to another.

The “release” of the vowel by a clear aetion of
the glottis, leaving no ragged ends to the sound,
should be very carefully practised. It produces as
beautiful an effect as the clear attack itself. The
teacher will make his pupils ¢ry all the various
modes of attack, but practise only the clear attack.
‘Fhe power of recognizing bad execut.on helps the
pupil to understand and enjoy that which is good.

Degrees of Force.—To give his pupils a proper
command of their voices, in this respect, the
teacher will find distinct and frequent practice
necessary. The degrees of force he may introduce
m the following manner :—

“Sing mo a tone to the open Lax, at an ecasy
pitch of your voice, which shall be neither lond nor
soft. . . What shall we callit, if neither loud
nor soft 2’ Medium. ¢ Yes, it is called a mpdium,
or, to uso the Italian word (which has been adopted
into all languages for this musical purpose) a mezzo
(med-zoa)* sound of the voice. Let us write m in the
middle of the black board, for mezz0, and you can

Ex. 197.
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sing with your medium force, whenever I point
there. Let ecach one try to fix in his mind what
is his own medium foreo of voice, and learn to pro-
duce it at command. Sing it now, as I point.
.o A cainl WSS E RS

“Sing the same sound louder.)’ . For the
loud sound we use the word forte (for'tai) or the
letter f. We will write f to the right of m, on the
black board. “Now sing as I point.”* (.
S f. m. &e.)

¢ Sing the samo sound soft’y. For the soft sound
we use the Italian word piano (pyaa'noa), and the
i(laltter 2. We will write p, to the left of the m,

us :—

2. m. I

“ Now sing with ‘medium,’ ¢ weak,’ or ‘strong *
(mezzo, piano, or forte) pewer of voice, as I point
to one or tho other of these letters.” The teachor
points sometimes slowly, sometimes quickly, some-
times in one order, sometimes in another, and the
pupils sing accordingly.

When these rough outlines of vocal force have
been ascertained, and a good command of them
secured, the teacher may proceed to develop, in a
similar manner, the fufermediate and the extreme
degrees of force, using tho marks m.p. (mezzs-
piano), and m.f. (mezzo-forte), for the intermediate
degrees, and #. (fortissimo), and pp. (pianissinio),
for the extremeo degrees, very loud and very soft.
Let the teacher show, by example, that it is
possible to give a very loud tone without seream-
g >—

The black board will now have the following
signs marked on it :—

p. p. mp. . mf. o I

The teacher will exercise his pupils in passing
from one part of this scale of strength to another.
A really gradunal (not a jerking) passage from one
end of this scale to the other, and then back again,
is one of the most diffieult feats in music. The
pupil must take a good breath before he begins,
and uso his breath economically. The exercise is
| of first importance.

fpfppffpr
'1 AR THATY PO W B L

PR .

:1 0 D] :1 q

*The inverted full point marks an aeccent on the preceding syllable.
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Crescendo (Kreshen'doa),*&e.—A long tone or
a succession of tones passing gradually from the
piano or pianissimo, to the forte or fortissimo is
called a crescendo tone or passage. A long tone or
a suecession of tones passing from tho forte or
Jortissimo, to the piano or pianissimo is called a
decrescendo or diminuendo tone or passage. The
gradual passing from pianissimo to fortissimo and
hack again to pianissimo is called a swell.

The crescendo is indicated thus, ———"__
The diminuendo thus, ___——
The swell thus, ———__ __——=

For the development thus far of the subject of
foree in musie, the Editor is indebted to Dr. Lowell
Mason, of America, who was the first to reproduce,
in the English language, the Pestalozzian prin-

Ex. 202. xey D.
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Staccato and Detached Tones.—When a tone is
meant to be sung only half its proper length, and
in a marked (not loud) manner, this is indicated by
means of a small dash thus (') placed over the note.
This mode of singing is called staccato (stakkaa-toa).
When a tone is meant to be sung about three-
quarters of its proper length, this is indicated by a
dot placed over the ncte. These tones would be
called “half. staccato’ or ¢ detached” tones.

Legato.—When it is intended that the tones
should glide gently and easily one into the other
(the degree of force with which the first tone ends
being the same as that with which the second
begins), a slur ~—~ or the word legato (legaar-
toa) is written over the note. Sing the following,
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ciples of music teaching, by which Nigeli and
others had created a musical revolution in Geermany.
—See his “ Boston Academy Manual of Vocal
Musie.”

Pressure and Explosive Tones.—Pointing on the
¢« gcale of force,” as above, let the teacher cause
his pupils to perform a very rapid crescendo. A tone
delivered in that manner is called a  pressure
tone.” It is indicated thus (<<). In the same
manner a quick or sharp diminuendo will produce
the “explosive tone” marked thus (>). This
manner of delivering a tone is also called sforzando,
and marked sf. A ecombination of the two last
modes of delivery on one short tone should be
expressed thus (A). This musical ornament is very
elegant, but diffieult to perform. A tone delivered

with equal force, from beginning to end, is ealled

| an “organ tone,”” and may be indicated thus (=).

A A A
| .

[ At el | :: I? m :? “

first with staccato, next with detached, and lastly
with legato tones. Do not make the legato dull and
heavy, but smooth and elegant.

|

Ex. 203. key F.
% 8
|
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Application of Force.—The application of the
various degrees of forco to the sense of the words
is deferred to the last step. But, the use of force,
as suggested by peculiarities in the musical phrases
which are sung (apart from any modification which
words may suggest), is now to be studied. Of

course the words canunot be neglected at any step.

* For pronunciation, see Teacher’s Manual, p,202.



98 ¥IFTH STEP.

Already some hints on the subject have been given
at p. 30, and the teacher will add more as he comes
to the cases in each tune sung. It is only the
systematic study of verbal expression which is
deferred to the next step ; musical expression alone
will now be systematically studied.

« Additional Exercises.”—We shall, from this
place freely use the Additional Exercises (Pts. 1, 2,
and 3) for the illustration of various points in musi-
cal and verbal expression, in musical Form and in
the Analysisof Harmony. Our illustrations will be
principally taken from {he earlier numbers, but for
the Exs. all three numbers will be required. It is
very important that the pupil should, as far as

ssible, not only see but “ hear” the illustrations.

When the class cannot sing the piece, a quartet
should sing it to them. Pains have been taken
—not only to euit these exercises to the progressive
steps of this book, and to select them from the best
composers, but also to secure in them as great a
variety of style as possible. It is quite common
for a class to sing a large quantity of music without
really learning anything, bocause they are always
singing the same sort of music. There is, however,
always something new to learn in each of these
Additional Exercises.

Normal Force.—By this is meant not the force
of certain passages, but the general—the prevail-
ing force of the whole tune. Some pieees of music
by their bold character, evidently demand loud
singing to bring out their proper effect —See “God
speed the right,” p. 1. Freedom’s sons,” p. 13.
“Time for joy," p. 15, &ec. Others, equally by their
gentle motion, suggest soft singing. ¢ Hear me,”
p. 17. “Jackson,” p. 2. * Hope.” p. 12. My
Lady,” p 21, &c. Of course the scnse of the
words, and the character of certain phrases will
introduce modifications in the course of tho tune,
but the * normal force” is that principally used.
"I'he pupil should endeavour to obtain full command
of the Medium force of his own voice. The teacher
should give out a tone, and require his pupils to
sing it in various degrees of force as he demands
them. Mezzo' piano! forte! piano! mezzo, &e.
He should then require his pupils to judge from
the musical style, speed of movement, &c., of various
tunes, which of these three degrees of force should
be the normal or general one given to the piece.

Piano Passages.—A true piano is sung, not with
laxity, but with effort. To keep a piauo passage
from flattening in pitch, and to deliver it with clear
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and just intonation is very difficult. Echoes are
commonly sung by a few select voices in another
room, but, for the practice of pianissimo, it is better
that they should be sung by all. When a true
blended and real pianissimo of many voices can be
obtained, it is far finer than the piarno of a few.
Tilustrations of piano and pianissimo, for simple
musical effect, may be found in “The Waits”
when sung the last time,—in the imitations of
the * Cuckoo ™ and the “ Quail,”—pp. 9 and 14,
—at the change of measure in  Swiftly,” p. 29; and
again at the change of measure, p. 31, &e.

Forte Passages should be sung with a very clear
vocal klang, and should be perfectly free from
the sound of breath. Such a forte is very heart-
stirring. But the rude, coarse forte produced by
strong lungs and harsh voice is only deafening.
Illustrations of this may be shown in the manner of
singing “ God Speed the Right,” (F 1. “The
Waits,” p. 8,—when sung the third time. The
close of “ Freedom's Sons,” p. 13; close of “ Hear
Me,” p. 19, and several closing parts of « Swiftly,”
p- 32, &c.

Melodic Phrasing is the art of dividing a melody
into its natural parts, and showing by the manner
of delivery that the singer himself distinguishes
these parts, and wishes his hearers to distinguish
them also. It is as fmportant that these phrases
should be distinctly marked by the good singer, as
that the various members of a sentence (as indi-
cated by the stops) should be marked by the good
reader. This can be done by singing one phrase
piano, another mezzo or forte and vice versa, by com-
mencing a phrase forte and ending it piano and
vice versa, by delivering the last tone of a phrasc
staccato, and shortening the first tone of the next
phrase 8o as to allow a momentary silence before it,
and 80 on. The proper choice of breathing places
has a great effect in marking off the phrases. In
some cases the phrasing of all the “ parts " will be
simultaneous; in other cases each ¢ part” will
have its soparate phrasing. The phrases in ¢ God
Speed the Right™ (p. 1.) are sufficiently marked
out by the lines of the words. Each of the long
lines is easily divided into two, however, if more
breathing places are required.*

Ex. 204. Mark the phrases and breathing
places, on the supposition that thero are no words
to modify your judgment, in “God Speed the
Right,” {p. 1.) and as the two opening periods
consist of the same music, mark how you would
distinguish them in musical expression.

* For phrasing sce further * Musical Theory,” Book IV, pp. 244 & 261

Ex. 204.




Ex, 205-210.

Ex. 205. Mark in a similar way ¢ Jackson,”
p- 2.
Ex. 206. Mark in the same way “ The Waits,”

118+
r Ex. 207. Mark in the same way ¢ Freedom’s
Sons,” p. 13.

Ex. 208. Mark the phrases and breathing
ﬂa%ces in the Contralto and Tenor of * Spring

ife,” p. 3.

Ex. 309. Mark in the same way the Soprano
and Bass of ¢ May-time,” p. 6. F

Ex. 210. Mark in the same way all the parts
of “ Thou shalt show me,” p. 7.

Ascending Passages.” Passages which ascend by
the steps of the scale (or otherwise) should, as a
general rule, be delivered crescendo. Each tone
should run into the next with regularly increasing
force. We naturally associate height of pitch with
ideas of energy and spirit. Full force of sound
also naturally suggests the same ideas, and (except
where it would interfere with some greater effect)
should always accompany ascent. The gradual
nature of the ascent also tendsto *gset off” the
wider skips of interval in the other parts. It is
difficult to make the crescendo gradual, each tone
running into the next with a steady and not jerked
increase of force, neglecting for the moment the
common accents of the measure. It is generally
necessary to commence piano, in order that the
singer may have breath and strength to spare for
the end. The slightest signs of fatigue in a cres-
cendo, would utterly and miserably kill its musical
effect. Imitative illustrations may be prescnted
in the opening of ¢ The Fortune Hunter,” p. 4,
where there is an ascent of an octave from s, to s,
—in the opening of *“The Waits,” p. 8, where
there is an ascent of a fifth. _Ascending imitative
phrases, as in the last four measures of ¢ Swiftly,”
p- 32, should be sung with a crescendo effect;
notice also the ascending bass.—See also Standard
Course Exercise 137. As a general rule, such

assages as these should be commenced more or

ess piano in order to get the crescendo. For the
same reason, it is almost always necessary to take
breath before commencing such a passage.

Descending Passages should commonly be
delivered diminuenco, because an idea of quiet
and rest is naturally connected with descent of
gound. Descending tmitative phrases follow the
same rule. Find examples in “ Going Home,"”
p- 2; ‘ May Time,” top of p. 6. But where the
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t character of the tune or the character of the words
| requircs enmergy and powe-, this rule mmust be
broken. See the bass—‘“ Awake Zolian Lyre,”
p- 64, 1st score.

en an ascending passage, in one * part,”
comes into contrast with a descending passage in
another, and both passages are properly delivered,
the effect is very beautiful. See—¢“The Quail
Call,” }é 14, soprano and bass; * How Lovely,”
p- 60 (S. against C., and T. or S. and C. against
T. and B.), three times in two scores to the words
“ Gone forth the sound of their.” As a general
rule, such passages as these must be commenced
more or less forte, in order to get the diminuendo.

Repeated Tones.—The repetition of a tone, if it
has any meaning, is intendel(; to impress that tone
upon the ear with cumulative force. To assist this
purpose a repeated tone should be delivered cres-
cendo, partly because the singer thus compensates
the ear for want of variety in interval by variety
in the degrees of force, and partly because he thus
“ sets off,” by contrast, the movement of other parts,
just as the line of the horizon *sets off ” a varied
landscape, and a quiet rock the rolling sea. The
steadily increasing power also shows that the
singer is not weary; and it is among the rules
of art never to show weariness or exhaustion im
the artist. See examples in 2nd score, “ Going
Home,” p. 2; 2nd score, * Cuckoo,” p. 9, and 1st
score, “ O, Saviour,” p. 86. Repeated pirases and
passages should be treated in the same way as
repeated tones. See Standard Course Ex. 1133
air, meas. 3 and 4, and contralto meas. 5 and €.
Ex. 115 ; meas. 11 and 12,—and ‘repeated pas-
sage,” Ex. 120, last four measures.

Prolonged Single Tones.—Lifeless monotony it
unbearable in music, and therefore every tons
should take some form. It will be found by ex-
periment that the form most snitable for holdi
tones is the swell, and this swell should be full a:
strong rather than soft and insignificant. The
composer commonly means that the other parte
should be covered with a flood of sound from the
holding tones. *The greatest difficulty of this form
of tone,” says Fétis, “ consists in employing am
equal time in the increase of power and its diminu-
tion.” A perfectly simultaneous .and equal (not
jerking) delivery of this ¢ tone form ’ by a chorus
18 very difficult to attain. Only practising without
book, but with the signal of the graduaily out-
stretching and gradually returning hands of the

* ¢ Musical Theory,” Book IV., treats the subject of Expression with new illustvations.
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teacher, can lead to this attainment. See the close
of ¢ Hallelujah Amen,” p. 28; ¢ Swiftly from,”
three cases, pp. 29, 30. In the case of repeated
tones running into a prolonged tone, or a prolonged
tone breaking into repeated tones, the two should
be treated as one, and the crescendo extended
through both the prolonged and the repeated tones.
See the bass in the close of * Cuckoo,” P 10;
¢ Harvest Home,” p. 39, two cases; ‘ Theme
Sublime,” p. 68, 3rd score, and p. 70, 2nd score.
See also Standard Course Ex. 138.

Melodic Imitations.—When a composer makes
one section or period of a melody imitate another,
he designs that the singer should, by his manner,
draw attention to tho imitation. The best way of
doing this is to make & contrast of force between the
two. One must be more or less loud and the other
soft. The }Ll;lpils maust study “ the points” of a tune
in order to know which of tho passages must be loud
and which soft. In ¢ Jackson’s,” p. 2, the sccond
section imitates the first chiefly in its rhythm. As
it is & “rising’ imitation, 1t is natural that it
should be sung louder than the phrase it imitates.
In the “Quail Call,” p. 14, the section beginning
¢ Look at her’ imitates the first section, and is
itself imitated by the soction which follows. As
the imitations are all ¢rising,” the first section
must be delivered very piano to get anything like a
Jorte on the last imitation. A striking rising
imitation is in ¢ Hear me,” p. 18, lst score. A
falling imitation, which would naturally be softer,
is in ¢ Nearer,” p. 35, 2nd score. In ¢ Where the
Gay,” p. 65, wo have a descending rhythmic imita-
tion, preparing by its diminuendo for the striking
succession of ascending imitations which imme-
diately follow. See Standard Course Ex. 113,
6th score, at “ Rejoice, rejoice.”” Ex. 188, meas.
5to9. Ex.233,0on “andin” to “me live.”

Marked Entrance.—When (as in much of the
old sacred music, in the old English Madrigal, &c.,
&c.) each “part” in turn, ﬁcs the lead in an-
nouncing (in fugal style) the principal melodial
theme, that * part’ should assume its passing
offico with dignity, decision, and expressivo clear-
ness. The other  parts ** should, at the same time,
“ give way,” and hold themselves subordinate. It
is plainly the composcr’s intention, that the
entrance of these phrases into the music should be
distinctly marked, like the entrance of some dis-
tinguished guest into a drawing-room, when all
conversation is hushed and all eyecs are intent.
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Study examples in ¢ Thou shalt show me,” pp. 7, 8,
in which all the parts hush, to listen to * thou shalt
show me ;" ¢ Bon Accord,” p. 11, where the same
thing should take place on the words ¢ O, Grant us

by,” or “ Thy goodness more.” Marked entranceis -

often effeetive when there is no fugal imitation, asin
“ Going Home,” p. 2, second score; * Hear me,”
p- 18, 4th score; *“Spring Life,” (ﬂ) 3, 4; “May
Time," pp. 5 to 7. See also Standard Course Ex.
116, scores, 1 and 2; and Ex. 113, scores, 1, 2, 6,
—contralto, “ Rejoice.”

Subordination of Parts.—As in the rule of
‘“marked entry ” the other parts wero kept subor-
dinate to the part which was entering the musie,
50 in many other cases this hushing of several
parts for the better display of some prineipal part
has to be observed sometimes, asin ¢ (gipsies Tent,”
P- 36, end of 1st score ; during part of the tune the
melody is evidently given to the soprano, and the
contralto, tenor, and bass sing a -subdued accom-
paniment, like the soft accompaniment of a
piano or organ. Sometimes, as in “ O, the
Joy of Spring,” p. §7,—this is the case through-
out the tunec. Sometimes, as in ¢ Saviour,
Breathe,” p. 92, the principal melodies are given at
one timo to the soprano and contralto, and at
another time to tho tenor and bass. When the
chorus is only an accompaniment to tho meclody,
the harmony should bo delivered in careful accor-
dance with the joyous or the saddened spirit of the
ruling melody, and always so as to let that melody
be well heard).' An unsympathetic accompaniment
disgusts the mind of the listener. Let it be under-
stood however, that whenever the part accompanied
is silent, the accompaniment itself may speak out
in fuller force and claim tho attention of the
listener. Seo—* Gipsics Tent,” p. 35.

Humming Accompaniment.—Humming accom-

animents may be produced in several ways.—First,
gy tightening and vibrating the lips without any
voice from the larynx, the lips vibrating all round
and not on one side. This should only be done
when something of a reedy buzzing effect 13 wanted.
—Seconr, by a soft voice from tho larynx with
only & slight opening of the ligi.l—Third, by a soft
voice from the larynx, resounding in the nose, the
lips being closed. In this case the singer must be
careful not to contract the muscles of the nose so
as to produce a nasal quality of tone. Care should
also bo taken to secure an exact and unanimous
striking of the tones, so as to imitate the effect



Ex, 211-221.

of stringed or reed instruments. See—¢‘ Night
around,” p. 22, and “ Angel of Hope,” p. 48. In
these cases the third plan should be adopted. See
also Standard Course Ex. 190.

Imitative Sounds.—When it is desired to imi-
tate tho rippling of water, the sighing of wind,
or the sound of the drum or horn, the syllables
commonly written under the notes, cannot be a
sufficient guide ‘to the singer; he must try to
imitate the sounds intended, without caring to
pronounce the exact syllables which dimly intimate
them. The effect of nearness or distance is con-
veyed by loudness or softness of sound. Thus when
the Christmas waits (p. 8) are supposed to be at
a distance they sing softly; as they approach their
singing sounds louder, and as they retire again
their music dies away in the distance. The same
remark applies to the sound of the drum, or any
marching instruments. In a similar way the sound
of distant bells, wafted by gusts of wind, may be
imitated. See—*‘ Come, let us all,”” pp. 24, 25.
In imitating laughter we must remember that it
has two characters ; it is either light and trifling,
or heavy and bold. Such a passage as * Fortune
Hunter,” p. 5, first score, may be treated in
either way according to the spirit of the verses;
if in the latter way it will contradict, but worthily,
the natural diminuendo of a descending passage.

Ex. 211. What musical expression would you
give to the air in ¢“May Time,” from end of
p. 5, to first line p. 6 ?

Ex. 212. What musical expression would you
give in “ God Speed the Right,” p. 1, to the air in
first part of 3rd score,—to the air and bass in first
part of 4th score,—to tenor and bass in 3rd score,
—and to what part of this piece does the rule of
subordination of parts apply ?

Ex. 218. What musical expression would you
give to ¢ Harvest Home,” p. 41, end of second and
first part of 3rd score,—also to soprano and con-
tralto, 2nd score,—also to tenor and bass, p. 40,
first part of 2nd score,—and also, tenor and bass
beginning with second part of 2nd score, ending at
the top of p. 417

Ex. 214. What musical expression would you
give in ¢ Loud the Storm-wind,” p. 95, to the air
of chorus, 2nd and 3rd scores ?

Ex. 215. 'What musical expression would you
give to the air of the first line in ¢ Father,” p. 34,
and to the air of the first line in “If I had,”
p-45°?
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Ex. 216. What musical expression would you
give to the tenor and bass in the first eight mea«
sures of “ Saviour, breathe,” p. 917

Ex. 217. What expression would you give to
the music in ¢ Hear me,” p. 19, 2nd score, where
each of the parts in turn utters the words— It is
thou;”’ and to the 1st and 2nd scores on p. 26;
and to the 3rd and 4th scores of “ Swiftly,” on
P- 31, and to the 3rd and 4th scores of p. 30; ana
to the first three scores of ¢ We fly,” on p. 20?7

Ex. 218. How should the accompaniment be
sung in “ Home,” p. 76 ?

Ex. 219. What expression would you give to
the music in all the four parts, of “ How Lovely,”
p- 61; scores, 3 and 47

Ex. 220. What musical expression would you
give to Standard Course Exercise 170, 1st score,
both parts; Ex. 115, 3rd score, third and fourth
measures; Ex. 170, 2nd score, both parts; Ex.
171, Amens in air, Hallelujahs, in contralto; Ex.
194, air in 9th and 10th measures, and 11th and
12th ; Ex. 145, last eight measures; Ex. 193, first
section, ditto second section; Ex. 190. first and
second sections ?

Ex. 221. What musical expression would you
give to Ex. 136, air,—1st score; Ex. 195, 1st and
3rd scores; Ex. 195, contralto, fourth measure,
from Zzk to third me; Ex. 116, contfalto, half
second,and whole of third score ?

Congenial Tones®- As every tune has its own
proper character, (hold and spirited, cheerful, didac-
tic, solemn, &c.) it is natural that the Tonic Sol-faist
should give clearest force to those tones of the
scale which correspond best with the general sen-
timent of the piece, are *congenial” with that
sentiment. Thus, in a quick and stirring tune, he
would naturally emphasize the frumpet tone Sour,
the rousing RaY, the strong Dou, &e.; and in a
slow and solemn tune, the sorrowful Lawu, the deso-
late Fau, &c. With this idea in the singers’ minds,
the tune will immediately become a new thing.
The pupils will soon discover that they possess the
power of making this, or any other peculiar effect
prominent in the general harmony, very much in
proportion to the height, in their own voice, of the
tone which gives that effect. Thus a high tenor
tone will tell better than a low one. A high con-
tralto tone will also command attention, because
energy and spirit is implied in the very cffort of
the voice to rise above its medium compass, and
tha more piercing sounds are better heard. ZLow

* See ¢ Musical Theory,” Book IV, p. 259.
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sounds (in contralto and bass) also imply energy
and force, and they are capable of yielding a good
effect, especially when the harmony is “ dispersed,”
and no other sound lies near. Some composers
have great skill in setting the congenial tones of
the music to that register, in each voice which is
the most distinctive and the most beautiful.

Any high sound, or any favourably situated low
sound which is not “congenial "’ with the general
effect, the instructed singer will, therefore, deliver
as lightly as possible. On the other hand, when
the congenial tone occurs in a favourable position,
he will never let it miss of its effect. With these
principles to guide him, every singer may know
where the strength of his “part” lies, and where
it can best contribute to the general harmony.
Psalm tunes, of the “ didactic and variable” style,
will thus be very differently treated according to
the character of the words sung. If we were sing-
ing ¢ The Fortuné Hunter,” (p. 4) we should notice
that it was a very lively and playful tune, meant
to be sung in a light staccato style—that, therefore,
the quickly uttered emotional tones of the scale,
would produce an effect congenial with the general
character of the music. The sopranos would find
an opportunity of developing congenial tones with
bright explosive force on the first r of their part,
and the second 1 and the second f. To contrast
with these and give force to the jollity, the first &
and the second d' would be similarly delivered.
The 1 being in the high part of the voice should be
brilliantly attacked; and the piquant effect of £
against the t, and s below it, should be brought
out with sharp accent. The contraltos have
nothing very effective till the two bursts of bright
sounds under the soprano 1 and d'. The greatest
power of the tenor lies in the delivery of t under
the soprano f; and the best I{gi:t of the bass is in
the s of the same chord. “ Rise my Soul” (p. 33)
is naturally a tune of joy, changing into meditative
mood on the last section. The sopranos will, there-
fore, find congenial tones in their first bright s,
in the stirring t and the triumphaunt d', for the
ehange of character in the tune their returning f
can be well given. The contraltos have a good
¢, in that full part of their voices, which best dis-
tinguishes them from other voices; they can hel
the excitement in the beginning of the secon
secore by delivering their 8, which is in the upper
part of their voice, clearly and lightly. The tenors
ean set their mark on this tune by a prompt

delivery of 8 in the first chord: their 1 at the :
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Ex. 222,

beginning of the last section is also in a chayac-
teristic part of their voice. The basses have a fine
effect in the full part of their voice in the first
cadence, and they can well employ the high part of
their voice in the second ca(feuce, where 1 for a
joyful effect should be delivered curtly ; the re-
turning f which follows wlll be naturally well
marked. But, if to suit the words this tune has to
be sung with a solemn or mournful effect—every-
thing is changed—each voice must then strive to
bring out f and 1 wherever they occur, and to
lessen the force of the brighter tones. In “ Come,
let us all,” (pp. 24, 25) the bell ringing (which is
heard as a distant subdued accompaniment to the
cuckoo), is given to two tha But of these two
subdued parts, the most distinct and bell-like are
first the tenor, afterwards the bass,—because the
tones are thrown by change of key into the higher
parts of those voices; and of the two subdued
parts, these must always have the pre-eminence.
—See also congenial me and fuk in a tune which
expresses at once solemnity and repose in Standard
Course Ex. 136; the congenial doh, me, sok, in
a tune of great boldness, . 137, and the con-
genial lah and fah in a tune which expresses soft
and tender feelings, Ex. 140.

Ex. 222. Describe the general character of
« Jackson's,” p. 2, and its congenial tones; name
those congenial tones in each ‘ part’ which lie in
the full characteristic region, or in the higher or
more marked part of each voice.

Ex. 223. Describe “ The Waits,” p. 8, as
above.

Ex. 224. “ Father,” p. 34, as above.

Ex, 225. ¢ Nearer my God,” as above.

Rapid Passages.—The composer would never
give the singer a rapid passage or run if he meant
the notes tobe blotched,and blurred and run into one
another, 80 as to be little better than an indefinite
and disagreeable single tone. He designs them to
stand as distinctly united and as distinctly a{mrt
““ag the pearls of a necklace, resting on a black
velvet dress.” The singers must give them the
clearest articulation, and there must be perfect
unanimity of attack. In order to secure this effect
the pugil should always take breath at the begin-
ning of a long run, and economise it carefully so
that there be no appearance of fatigue at the end.
In some choruses it will be necessary to “smuggle
in” the breath even in the middle of the rum.
Tlustrations can be found in *Thou shalt show
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me ’ (p. 7) on the first syllable of the word
«presence.”” An exact delivery of the Taa-efe,
with unanimity of attack, will make this little run
bright and beautiful. In “We fly by night”
§p. 20) there are runs which will require careful
orethought for the management of the breath.
In ‘ Hallelujah” (p. 27), unanimous and perfect
delivery of Taa-efe, Taa-tefe, tafa-rar will be re-
required. In “Swiftly” (p. 32) we very seldom
hear “ universal song ”’ sung with pearl-like clear-
ness; it is more like a skuttering upstairs of many
irregular feet. Handel’s runs should be cultivated
with great care as exercises in flexibility. See also
rapid passages in Standard Course Exs. 102, 120,
174, and 247.

Form of Single Tones.—The explosive tone
naturally expresses vigour and decision of feeling.
See pp. 12, 39, 42, 45, 57, and Standard Course
Ex. 141.

‘When a composer alters the accent by synco-
pation for a moment, he wishes the syncopation
to be noticed by the hearer. The singer must,
therefore, give it the explosive tone. Syncopation
genemlly expresses restless force or impatient

esire. See p. 87, 4th score. See also “ Ye spotted,”
p- 81, a case of piano-explosive tones, in tenor s,
end of 1st score; contralto d, with soprano r, at
lﬁ;eginning of 2nd score. See also Standard Course

X. 114.

The pressure tone naturally suggests deepen-
ing emotion. In any touching three-pulse measure
to deliver the second pulse with this tone, at least
occasionally, produces a beautiful effect. See
“ Jackson’s,” p. 3; notice also “The Woods,”
p. 72, second score. See also Standard Course Ex.
139, and Ex. 140.

Pressure tones' on a weak pulse, swelling
into explosive tones on the next strong pulse,
are often very effective. A good solo singer
would often imstinctively use them in slowly
moving psalm-tones, on the last pulse of a measure
moving to the next accent. See p. 57, 3rd
score, and p. 17, last score. See also Standard
Course Ex. 193.

The legato style of singing is a modification
of the pressure tome. It gives a smooth, gliding
effect to the tones, and lessens the distinctions of
accent. See p. 63, 3rd and 4th scores; and p. 82,
1st and 2nd scores.

The staccato style of singing is a modification of
the explosive tone. It gives an abrupt, forceful
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effect to the tones, and necessarily lessens to a con
siderable extent the distinctions of accent. See
tenor and bass, p. 40, and p. 42, first and last
scores. See also a piano-staccato, immediately
following a legato passage on p. 82, third score. -

Unison Passages.—Passages in which all four
parts strike either the same tones or their octaves
together, should be sung with great care, so as to
produce a perfect and clear blending of the voices.
The voices should feel for ome another, but not
timidly, for such passages are generally meant to
be very firm and strong. They should sing with
conscious sympathy. %ee “God Speed,” p. 1;
“ Fortune Huiter,” p. 4; O, Saviour,” p. 87;
“ Harvest Home,” p. 41, 2nd and 3rd scores;
and “Stout Limbed Oak,” p. 78, first and last
scores. :

Cadences.—Few things are more painful to a
listener than to think that a singer is tired, few
things more inspiring than to feel that he closes
without fatigue. Even when the cadence is down-
ward and diminuendo it should be firm, but in
ascending cadences a sustained crescendo is abso-
lutely requisite. See close of “ Harvest Home,”
p. 41; and ¢ Quail Call,” p. 15, 1st and 2nd scores.
Notice a vigorous descending cadence in ¢ God
Speed,” p. 1; and others in “Theme Sublime,”

. 71; “Rise my Soul,” p. 33; ¢ Stout Limbed
8ak,” p- 77, 4th score. Seealso contrasted cadences,
Standard Course Ex. 145, last two scores.

Distinguishing Tones of transition of the minor
mode and of chromatic resolution (except when
occurring in some subordinate part, and evidently
introduced more for the convenience of the har-
monizer than for any effect upon the harmony),
should always be delivered with marked emphasis;
for they have an important meaning. They change
the mental effect of all the other tones. For
voices, in whose part the accidental occurs, not to
deliver it firmly 1s to rob the whole music of its
meaning. The tones of “returning transition ’
should also be emphasized. But, if the transition
itself were carelessly given, this second effect would
be lost.

Those movements of the bass which mark the
tonic cadence of a new key,as |d :r |3
and |r :r s, or of the relative minor,
as |r :m |1l and |m :m |1 should be
markedly delivered, because they help to certify
the transition or modulation. See p. 52.
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Chrematic resolutions should also be firmly
shown, bacause they are intcnded to reassert the
key. Special attention sheuld be given to those
tones of the chord which would be quite differently
résolved if a transition were meant. In ¢ Hope
will banish,” p. 12; 2nd score, the fe in the air is
not in a favourable position for accent, but that in
the bass should be well delivered. In “How
beautiful,” p. 12, at the end of the 1st score, the
cadence is made to change key, more by the move-
ment of the bass than by the very light distin-
guishing tone in the contralto; therefore, let the
bass move firmly. In the next score the distin-
guishing tone of returning transition, which in
this case is f, although it does not appear till the
end of the section, comes out then with effect, and
should be clearly delivered by contralto and bass.
The same voices have the ¢ returning £’ at the top
of p. 13. In “Hallelujah,” p. 26, the sopranos
have a very effective returning f. In “Lord, in
this,” p. 33, of course, the se will be well marked,
because it is the distinguishing tone of the minor.
In the second line of words there is a modulation
to the major, which should be strongly marked by
the cadential movement of the bass, and by the
tenors’ clear use of s instead of the preceding se. In
“Yeo spotted Snakes,” p. 81, the tenors have a
returning f at the end of the 1st score, and the
contralto a transitional f at the beginning of the
next score. In * Saviour, Breathe,” p. 91 and 93,
the chromatic reselution of fe into f should be
clearly marked by the voice. In this piece, as well
ag at pp. 79, 94, 95, and 96, the manner in which
such tones as de, re, ma, &c., flow into the tones
which follow them should be clearly and lovingly
marked.

Dissonances.—In all cases of dissonance there is
a “resisting’’ tone, and a * dissonating’ tone.
Every singer should know which of the two be-
longs to his part,—the strong resisting tone or the
smoothly moving dissonance. See pp. 21, 36, &e.
It is difficult for pupils with uncultured ears to
sing either of these tones steadily. But they must
be sung without any “giving way.” Else, their
purpose is lost, and their beauty gone. Where
would be the beauty of a cataract if the resisting
rock gave way to the struggling current which
strikes against its side and then flows on? The
resisting tone should be sung in a firm, almest
“ explosive "’ style, and the dissonating tone (which
springs from its ¢ preparation,” and flows forward
to its “resolution ’) should be delivered as part of
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a short melodie phrase in a very smooth-connected
manner. Let the pupils test their power of deliver-
ing dissonances well by singing * Jackson’s "’ p. 3.
where on the word “ through '’ the contraltos have
d dissonating against r of the sopranc, and on the
word “day” r against m, where also on the word
“led” the sopranes have t dissonating against the
tenor d', and on the syllable “vin” m slightly
dissonating against f, in the bass; while, on the
same syllable the temors have s, not only dis-
sonating against thislow f, but beating as a second
against the 1 of the contraltes. This study of the
dissonances will not only give the singer courage
but great enjoyment, and will wonderfully add to
the beauty of the effect. See also Standard Course
Exs. 114, 141, 244.

Ex. 226. What is the style in which you
would sing the passage in ¢ Harvest Home,"

. 40, ¢ O’er them the wavy wealth; ”’ and “Theme
Sublime,” pp. 69, 71 ; and the “Stout limbed oak,”
pp. 77, 78?2

Ex. 227. What form of expression would you
apply to the following tones on p. 67. Bass {, 1st
score ; 2nd score, tenor d, followed by bass
s and f?

Ex. 228. What form of wmusical expression
would you give to the two Zaks of contralto, p. 85,
3rd score ?

Ex. 229. What style of expression would you
give gencrally to the tones of Standard Course
Ex. 1407

Ex. 230. In singing the p. passage, * Morn-
ing Prayer,” p. 79, 1st score, what special care
will be required from the singers in all the parts ?

Ex. 231. Why should the contralto and bass
in ¢ Come, Freedom's,” p. 13, 2nd score, third and
fourth mcasures be firmly delivered ; and what note,
soon following in the same voices, should be specially
emphasized ¥ In “ Rise, my soul,” p. 33, what are
the most noticcable distinguishing tones, and how
should they be sung ?

Ex. 232. What musical expression would you
give to Standard Course Ex. 142, third score, ta, and
fe,; Ex. 189, third score, s¢; Ex. 193, second score,
ba?

Parsing Fugal Passages.—The practice of
arsing, described at the last step, becomes more
ifficult, but also mere interesting when we have

to analyse fugal imitations, or those in which one
part seems to fly after another. In these cascs the
great rhythmical divisions of the melody are not
so regular. One musical idea is made to interlace

=
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with another—thus, in Ex. 234, before the first
section is complete the second veice commences a
section of its ewn, and it is so very frequently
throughout this and other pieces. We are therefore
obliged to describe the passages and sections in
such manner as the following :—Ex. 234 consists
first of a subject of one measure and a half,
started by the upper part, and imitated at the
interval of a fourth below by the lower part after
one measure. 'This also, after one measure,’is
imitated in the fourth above with a varied cadence.
‘This again, after one measure, is imitated in the
fifth below; and again, after one measure, in the
sixth above, and again in the sixth below. After
two measures the original theme with the old
cadence is taken up by the higher voice for two
measures, while the lewer veice eornaments it.
Then follows a sequence of two measures, each
portion of which contains an internal imitatien.
"The piece is concluded by four measures of orna-
mental cadence. Ex. 195 opens with a subject in
the lower part of three measures and a half which
is imitated in the higher part, after three measures
in the feurth above, the lower part supplying a soft
and light accompaniment. Then follows eight
measures of what may be called contrapuntal
symphony—that is, a play of the parts one against
the other without spccial meaning. One measure
before this is concluded, the higher part starts the
old threce-measure theme, which is indefinitely
imitated after two measures, and then for six
measures more therc is another contrapuntal sym-
phony. Again the lower part starts its first theme
with a varied cadence extending to five measures,
and this is imitated again in the fifth above, not
as before—after three measures, but after one mea-
sure. This coming closer of an imitatien is called a
Stretto. After a brief ornamental, fugal imitation,
the piece closes with five and a half measures of
contrapuntal symphony. The singer should mark
with pencil the exact length of the fugal subjects.
When the other part or parts merely accompany
the fugal subject they will, of course, be kept
subdued. In the interludes and symphonies the
parts may be of equal force. In the stretto the
entries should be strongly marked, but the parts
may be of equal force till the first which
entered has finished the imitated subject, leaving
the second to be well heard in its close. These
observations will show the impertance of this
study. Let the student be now required to write
out analyses of such exercises as 233, 235, and 246.
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It will be difficult to do so by sight, they should
sing the exercises with a friend several times
over.*

The Small Register is in the highest range of
the human voice, and belongs to females and bhoys
alone. They naturally pass into it on one-F (Fz!),
or one-Gt (G!). It is remarkable that the change of
breakage into this register should be just an octave
higher than that into the thin register. It is this
fact on which early students of the veice built the
false theory, that the registers of the male and fe-
male voices were the same—only, an octave apart.
The distinction in quality between the small register
and the thin is not so marked as that between the
thin and the thick. The small muscles by which the
veice is produced in this register are very delicate,
and Garcia recommends that they should not be
overstrained by too much practice. Some deep
contralto veices, though weak and breathy in the
thin register, produce many tones of this highest
register. Their larger larynx and stronger chest
enable them to force thess tones more easily than
many sopranos ; but, though the velume is greater
the quality is inferior, and ordinary singers should
be advised net to cultivate a useless and unpleasant
part of their voice. Specially gifted solo singers,
like Alboni and ethers, have had eppertunities of
cultivating and using every register of their voices
in a manner which, to most contraltos, would be
impossible.

For ordinary choral singing the tenes of this
register, except one-G- (G'), are little used; but
Bach, Handel, Haydn, Mozart, Beethoven, and
Mendelssohn all use one-A (Al) in some of their
choruses, so that every choral society should be
able to command full, clear and unstrained force
on this tone. This can be best obtained by culti-
vating the small register of the sopranes. It is
sweeter and brighter than that of the contraltos
above referred to—and besides, it is continucus,
in them, with a good thin register (which such
contraltos generally lack), so that passages running
across the “break” can be sung with an even
quality of voice. The classic composers expect
their solo singers to go much higher. Beethoven
in Enged: requires two-D (D?); such things must
be done by voices professionally trained. In psalm
tunes written for trained choirs one-G (G!) may be
used even on holding tones; but, psalm tunes
written for congregations should not even touch
the small register, because the mass of women’s
voices in a congregation are not trained to its use,

* Sece further  Musical Theory,” Book ITI, p. 103.
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The small register, like the other registers, can
overlap downwards; but it does not so frequently
do 80 as the thin register in men’s voices. It may
often be of advantage and a relief, especially to a
second soprano, to take one-F (F¥) habitually in
the small register.

The Lesser Breaks of the voice divide both the
thick and the thin registers into upper and lower
parts. The break between the upper and lower
thin register, is quite manifest in ordinary soprano
voices between one-C (C!) and one-D (D). The
upper thin smay overlap downward, but does not
commonly do so. The break between the upper
and lower thick registers is easily noticed in male
voices between A-one (A;) and B-one (B)). The
upper thick register may overlap downwards, but
seldom does so in male voices. Madame Seiler says
that in women’s voices this break occurs one-third
higher, between C and D; but we have noticed
that many women habitually make the upper thick
register overlap downwards, so that they change
into the lower thick, just where the men do, on
A-one-(Ay).

Speaking Registers.—Men commonly speak in
their thick register. Tenor voices, however, use
the pleasant higher thick register. Very rarely a
man may be heard speaking in his thin register,
with a thin squeaking quality. Those who have
to do with partially deaf persons ought to know
that men are better heard when they speak gently
at a high pitch of their voice, than loudly at a low
pitch. This constant speaking in the thick register
18 the reason why men are tempted in singing to
strain their voices too much upward, and to neglect
the cultivation of their thin register. Women
commonly speak in their thin register; but some
contraltos use their rich upper thick tones, and
occasionally a woman may be heard to speak in the
rough lower thick register. It is this common
habit of using the thin register in speech which
tempts them, in singing, to employ it downward
more than is necessary—and so, to neglect and
ignore the better tones of the upper thick register.

Mechanism and Feeling of the Registers.—In
the lower thick register, the whole length and the
whole substance of the vocal membranes are thrown
into full vibration. (See the Diagram at the side
of the Voice Modulator). The air must, therefore,
press upon the membranes with a greater volume
than in the other registers. We feel the air passing
into the windpipe from all parts of the lungs. This
widens the rings of the windpipe, and as a con-
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sequence, draws down the larynx. ¢ One thus has
a sensation,”” says Madame Seiler, “ as if the whole
body took part in this formation of sound.”

In the upper thick register, while the whole -
thickness of the membranes is still in vibration,
their length is greatly shortened. “ The sensation,”
says Madame Seiler, “is as if the tones came from
the upper part of the chest.”” - These physical sen-
sations do not show how the sounds are generated,
but what parts of the nervous system are excited
in the process. They help us, however, to recognize
the distinctions of register, and they account for
some of the conflicting names by which the registers
have hitherto been known.

In the lower thin register the whole length of
the membranes is again employed ; but only their
thin edges vibrate. ¢ The feeling is as if they had
their origin in the throat.”

In the upper thin register the membranes are
again shortened, and the feeling is “as if the
throat had nothing to do with the tones—as if
they were formed above in the mouth.”

In the small register only a small part of the
glottis to the front of the larynx is opened, and
‘ one has the feeling,” says Madame Seiler, ¢ that
the tones come from the forehead.” Thus the
singer is like the violin player who sometimes uses
a thin string, sometimes a thick one, sometimes a
short string, sometimes a long one. These points
of information will help to fix the pupil’s attention
on the various changes of his voice.

Boys’ Voices we find to be much the same, in
their various registers, as women’s voices, but they
are commonly used more roughly and coarsely.
The practice of permitting boys to shout against
an instrument in village schools and chuxches, not
only tears the voice to pieces, but destroys that
tenderness and fineness of feeling which music
ought to promote. It is this coarse use of boys’
voices which has produced the impression that they
are different in quality from those of women and
girls, and incapable of gentle training; but of course
the greater physical strength of boys gives a
greater volume to their voices than girls possess.
It is a great mistake to set all the boys in a school
to sing the contralto, and all the girls soprano.
The soprano and contralto voices are found in
about equal proportions among both boys and
girls. When the time of the ‘ change of voice”
comes, the practice of singing should, for a time,
not be even attempted, and should be only gradually
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and carefully resumed. Many voices have been
ruined by the neglect of this precept.

. Voices and ¢¢ Parts.”—The four principal
“parts” of choral music are marked at p. 29;
but for glees, anthems, and men’s voice music, we
require a more minute classification, and as the
cultivation of the thin register has probably made
some good tenors, and that of the thick register
some good contraltos, the teacher should now
advise each of his pupils as to the part or parts
for which his voice is adapted. The ¢ parts’
which women have to sing are often divided into
first soprano, second soprano, and contralto, Occa-
sionally we meet with four-part women’s music
requiring the contraltos to be divided into first and
second. The ¢ parts '’ which men bave to sing are
frequently marked—first tenor, second temor, and
bass ; an additional part being sometimes written
for a first or second bass. Those who have analysed
a great number of voices know that there is an
almost boundless variety. Nothing should satisfy
a teacher who wishes to use his class for the higher
kinds of music, but an individual examination of
enchkvoice,-on the plan of the * Voice Report
Book.”

The process of examination is simple but needs
to be conducted with deliberate care. The teacher
gives in the case of women and boys, the pitch of
G, and in the case of men G-one (G;). If onlya
tuning-fork is used, the greatest care is necessary
to secure the eract pitch. Beginning with G or
G-one (G)), the pupil /aes downwards, (in long tones,
taking breath before each), s, f, m, &c., while the
teacher points on the ¢ Voice Modulator.”* The
teacher takes notes or dictates them to an assistant.
Doubtful tones should be tested over‘again. The
various “ breaks ’’ should be crossed both upwards
and downwards. When this has been done, the
pupil, starting again from G or G-one (G,), laas
upwards, s, 1, t, d, &c., while the teacher again
studies and records the present condition of his
pupil's voice. The teacher can bracket together
several tones of the scale at the side of his Voice
Report, and mark either by words or by figures
(1 for fair, 2 for good, 3 for very good), first the
quality then the volume ; or, he can mark the toncs
singly in the same way. Figures showing degrees
of exeellence in the blending of the registers should
be given in each case. The most useful men's
optional tones should be named, and the place at
which a woman'’s voice breaks, betweenthe upper and
lower thick registers, should be marked. After
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this it will be easy to mark the full compass of the

voice and its best region. These considerations
will decide the name to be given to it, as first or
second soprano, &c., first or second contralto, &e.
A faithful “ Voice Report Bock” will be invalu-
able to the teacher when he wishes to select singers
for any particular purpose, and it will lead the
pupil to study and cultivate his own voice.

A first Soprano cannot easily be mistaken; she
possesses in addition to a good thin ister, a
few tones of the small register which easily blend
with it. 4 second Soprano is distinguished by the
possession of a good upper thick register, along
with & good thin register, even if she cannot com-
mand more than a tone or two of the small.

A Contralto voice is that which possesses good
full tones in the distinguishing region of the con-
tralto “ part'’—the upper and lower thick registers.
The teacher must not be misled by the great
compass upward which some of these voices possess,
for their thin register is commonly weak and tune-
less; whilst their small register, though strong, is
hard. When first contraltos are wanted, tho teacher
will naturally select those which are weaker in the
lower thick, and better in the upper thick registers
than the rest. This last voice is sometimes called
mezzo (med-zoa), sopranc.

A first Tenor (as it is now called in Germany
and France), or an old English ¢ counter tenor,”
cannot be easily mistaken. He has a light and
pleasant quality of voice in the upper thick and
lower thin registers. Well-trained counter tenors
can give good tones up to one-F (I'l) at the top of
the upper thin register ; but such a range is not
common. The Aighest reach of men’s voice * parts
in Palestrina’s time was one-C (C!), or one-D (DI);
the counter-tenor in Tallis and Morley’s music
reaches A and BD, and the first tenor in German
men’s voice music does not often go above B?. It
is quite common for tenors to force their wpper
thick register as high as this tone, but it is the
distinctive quality of the first tenor that he uses
with pleasure his thin register, and produces with
it bright, yet soft and flute-like tones. This first
tenor, counter tenor, or tenor alto was used in
England for the highest parts in men’s voice music
throughout the famous Elizabethan and Madri-
galian age. But at the restoration of Charles II.,
the Italian Opera brought along with it the Eunuch
singers, whose rich, strong eontralto voices sug-
gested to bass singers the employment of their
equally powerful, but not rich, upper thin registers.

* Large “ Voice Modulator,” 1s.
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This unfortunate discovery led to the neglect of
the softer and brighter counter-tenor, and all the
contralto music through Handel’s period was
written for the hard-toned bass-alto, and the same
voice is still used instead of the richer female
contralte, in cathedrals and choral societies, in
which eighteenth-century traditions are preserved.
It has been observed above (See * Small Register ”’)
that contralto, as well as bass singers, possess the
power through their larger larynx and stronger
chest of forcing the highest register of their voiees.
Like them the bass-altos are weak and breathy in
the next register below, so that there is no eon-
'tinuity and equality of voice across the break at
G, and the change of register is marked and
unpleasant. This peculiar, unsympathetic voice, is
often uncertain and out of tune, and its cultivation
is very undesirable. The Tyrolese basses use this
thin voice in their Jodl songs; but do not attempt
to employ the region of voice lying between. The
true counter-tenor or tenor-alto is no more wanted
to take the place occupied in modern times by the
eontralto than is the bass-alto. Buf, for men’s
voice musie, and for solo singing, it is very valu-
able. The teacher will notice that many tenors
have of late been misled by the false talk of a chest
G or a chest A, so as to force their thiek voice
upwards, leaving the beautiful tones of their thin
voice entirely uncultivated. The practice of men’s
voice music, either separately or for half an hour
after a mixed-voice class, will remedy this, and
restore to England her long lost counter-tenors.
The second Tenors are known by the excellence
of their lower tones; they have but little use for
their thin register except on G. There, however,
it should be truly cultivated if not also, as an
optional register, on F. E. D. Tenors of both kinds,
of the highest eminence, habitually change to the
thin register on D or E. The shouting of the tenor
vart on a forced upper thick register is most pain-
ful to the ear, and a fruitful source of flattening.

The First Bass, or Baritone Voice may be dis-
tinguished from the second bass by its not possessing
fulness below C-ome (Cyp), or B-two (B,). Such
voices seldom have the proper tones of the thin
register, but they often find it a relief to employ
that register as an optional one, instead of the
higher two or three tomes of the upper thick
register ; it saves them from straining and flatten-
ing. ZThe second Bass is distinguished by its full
robust toneson A-two (A,),G-two (G.,), F-two (F,),
and even lower. In the upper part of the voice it is

8t. Co. (New.)

109

not very dissimilar to the baritone. Those basses
which have the so-called bass-alto or “head-voico*
generally (though not always) of a shrill and
screamy character, are advised not to use it. The
examination of voices, here recommended, cannot
occupy less than from fifteen to thirty minutes for
each person, and should be regarded as a separate
private lesson of great value to each pupil.
Compass.—It will be noticed that in these
instructions for the classification of voices, we have
avoided any reference to compass as a criterion of
judgment. This is not only because we are thus
Iree to secure the best quality and the best volume
for each “part,” but because of the great injury
done to voices by the habit of singing beyond the
range of their proper part. Teachers and psalmody
conductors are specially exposed to this danger.
They wish to show other people the right tones
and are careless of the manner in which they pro-
duce them. Previous teaching by quiet pattern
is really a quicker, as well as a better way, of
reaching the desired result,, Some highly trained
solo singers may with impunity cultivate a great
range of voice, but others are found to injure the
tones of their proper compass by going much out
of it. When the more minute classification of
“ parts” is required (each of the ordinary four
parts being divided into first and second), it may
be useful to note that few composers go beyond
the limits marked on ¢The Voice Modulator,”
p. 106. The highest men’s voice, the counter-
tenor, and the lowest women’s voice, the second
contralto, coincide; they sing the same part.
From this point upwards and downwards the
common compass of parts rises and falls by thirds.
The Causes of Flattening are—lst, Physical
‘Weakness. In this case the singer should restrain
his enthusiasm for the sake of others, and sing
softly, and listen.—2nd, The forcing of the Upper
Thick Register in the higher part of men’s voices
which is immediately cured by the cultivation of
the thin.—3rd, Breathiness of Tone and other
defects in various parts of particular voices.—4th,
Defeets of Ear, to be eured by long and atten-
tive listening, and by study of mental effects.
—>5th, Careless and lax-delivery of Piano or
violent and coarse delivery of Forte, which can
easily be avoided.—6th, Habitually singing with
¢ tempered "’ instruments, with their flat fifths and
sharp thirds, putting the ear out of tune.—T7th,
Sympathy with bad singers who are near. and
inattention to the leader.—8th, Bad posture in sing-
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ing.—9th, Neglect of breathing slaces, and the
consequent exhaustion, and—10th, Worst and com-
monest of all—want of interest, and its consequent
drawling delivery. The teacher should make
the maintenance of pitch a distinct object of his
care, and should call the attention af his pupils to
it, often testing them at the end of a piece. The
close of one verse and the beginning of another is
the commonest place for inattention and, therefore,
for flattening. Let the teacher beware of it. If
he is acting as a precentor, let him make his voice
heard on its effective tones, especially at the start-
ing of the lines. An organist may maintain the
pitch without playing loudly, by a skilful manage-
ment of the more piercing stops. A cadence
(S to D) delivered at a high pitch in an interlude,
will impress the ear better than the loud roaring of
the lowest tones.

Solfaa-ing the Break.—Tenor singers should, at
this stage, be required to mark the places at which
it is most advisable to change from the thick to
the thin, and from the thin to the thick registers.
See p. 68; but note that when the registers are
well equalised, 8o that the change from the one to
the other can scarcely be noticed by the hearer, it
may be better always to change at one point of
absolute pitch, instead of trying to suit the musical
g;:use; this is done by some of our best singers.

h pupil should study the capabilities of his own
voice. Bther voices, as well as the tenors, should
form a habit of “Solfaa-ing their breaks” as soon
as the key is pitched. Thus, for example, a second
soprano, with a bad “upper thin” tone on one-F
(¥1), who is advised to cultivate her “small” regis-
ter on that tone, should learn to calculate the Sol-fa
noto on which it will fall. 'While Key C is being
pitched, she calls to mind that the note she has to
watch is f; while D is pitched, she thinks of her
re and m ; while E is pitched, she reminds herself
of de and r, and so on. Mark the optional tones,
and the places of change in the manner adopted in
Exs. 170 to 175.—See questions at close of this step
—No. 73.

Sixths, Eighths, and Ninths of & Pulse are
very little used except in instrumental music. The
Eighths of a pulse are thus named, tanafanatenefene,
:15,1111,11. The Exercise of singing them to the
teacher’s beating, quicker and quicker, will be very
amusing to the pupils, and will greatly help to
refine their sense of time divisions. There are two
ways in which a pulse may be divided into Sizths.
It may first be divided into thirds and then ‘the
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thirds into halves thus—taataitee, fafatefetifl,
:11.11 11| which we may call thirds-sixes,” or
it may be first divided into halves, and then the
halves into thirds thus— TaaTA1, taralaterele,
:2111.111 | which we may call *halves-sixes.”
The Ninths suppose the pulse to be divided into
thirds, and then each thirg into thirds in, thus
—taataitee, taralatereletirili,:111 111 111]. It
will be a useful exercise for the teacher while
beating time to call for ¢halves,” ¢ quarters,”
“eighths,” ¢ thirds,” ¢ thirds-sixes,” ¢ ninths,”
“halves,” “ halves-sixes,” and 8o on.

Rare Divisions of Time.—It will be useful here
to give the notation for some of the less common
rhythms. When a pulse is divided into a quarter
tone, a half tone, and a quarter tone, it is written
thus | t,1 .,8 : or better thus |t,l .-8 : Whena
pulse is divided into a three-quarter tone and two-
eighths, it is written |r .mf: When a pulse is
divided into a three-eighths tone, an eighth-tome,
and a half tone, it is written | d,~r.m When a
pulse is divided into a half-pulse continuation, and

three halves-sixths, it is written :- .fmr| In
instrumental music, especially for strings, it is some-
times necessary to divide a pulse into less than an
eighth when the same tone has to be very rapidly
repeated ; in this caso we place as many dots over a
note as the parts into which it is to be divided. In
the instrumental score of * Hallelujah to the Father,”
from Beethoven’s Mount of Olives we find a half-
pulse divided into six and another into nine; they
would be written as follows :—

¢ .sltd'r'm'|

These exceedingly rare cases of rhythmical division
require careful examination before they are sung,
in the Common Notation as well as ours. It wiil
be perceived that the Tonic Sol-fa Notation does
not make any lower division of the pulse tham
that into eighths, and that division it indicates
by the simple absence of a mark. The occasional
practice of writing, in the Established Notation,
two measures as though they were one (See—
““What is a pulse?’’ p. 65), makes it necessary,
in that Notation, to have a more minute sub-
division of pulse. In the Tonic Sol-fa Notaticn we,
in such pieces, put two measures for each one of
the Established Notation. We find, practically, that
this mode of writing secures & more ready appre-
ciation, and a more exact execution of the time.

’
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QUESTIONS

1. Describe your own voice. What

is its easy compass—its quality and
volume in each register —its best
region! By what name is it called ?
—p. 81.
12]‘ Under what name is the chord 'S
disguised, by notation, in cadence
transition to the first sharp key! How
is the same chord disguised in passing
transition to the first flat key ! How do
you know when the chords 7R, and
iaD are transitional, and when they are
chromatie 7—p. 83.

3. What are the three principal
things which intensify the mental effect
of particular tones in a tune !—p. 83.

4. When any particular tone of the
écale is sirongly emphasised through-
out a tune or part of a tune,—how ia
this fact described in words, and in
what parts of the world is modal musie
still used in the greatest variety.

5. Which are the modes with a
major third above their principal tone
or toniec—which are those with a minor
third? Of the major modes which is
the one almost exclusively used among
‘Western nations ! Of the minor modes
which is the one cx:éusivel used in
eonnection with modern harmony !
Lescribe the historical changes through
which the tune Dundee or Windsor
has passed. What is the mental effect
of tlie introduction of sef—and what
is the ditficulty which, especially in this
tune, it occasions the singer !

6. Why is the Ray mode peculiarly
suited for worship I—what is the pecu-
liar cadence which distinguistes the
Ray mode from the Lah mode 1—p. 85.

7. What is the chief prineiple of
modern harmony ! In what respect has
the Doh mode better chords for its
Tonic, Dominant, and Sub-dominant
than any cther mode! What kind of
chord does the ear object to when two
such ehords occur consecutively among
the last four chords of a cadence?

8. How did the first harmonists
overcome the difficulty of three minor
chords in a cadence of the Lah mode !
‘What is now found the most satisfac-
tory arrangement for introducing
variety in this cadence 1—p. 86.

9. ere does the tone dah stand,
and how is it related to se# Why is it
introduced ! How many alternative
tones are there in the modern minor,—
and which of them is most used !

10. Describe the six chief difficulties
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which arise to the singer from the in-
troduction of s¢ and dak in the minor

m o.-?. 86,

11. Using the words Tonie, Domi-
nant, Super-tonie, &c., as indicating
the ‘“Chord Relation,” what is the
chord relation of minor L#—of minor
D 2—of seM 3—of minor T ?—of SE?
—of BAH and F?—of minor R?
How do we distinguish the chord names
of the major from those of the minor,
mode in writing, and how do we dis-
tinguish them in speech ?

12. What is meant by the word
Modulation ! What are the commonest
modulations from major to minor, and
from minor to major !—g. 88,

13. What is meant by Transitional
Modulation? What is the eommonest
change of this kind, and what new dis-
tinguishing tone does it introduce !
‘What other change of this kind is
eommon, and what distinguishing tone
does it introduce 1

14. What is the meaning of the
word Accidental, and how are acci-
dentals expressed in the Tonie Sol-fa
Notation !—p. 88.

15. Describe six cases of very rarely
occurring sharps and flats with the
names given to them.

16, What is the practice chiefly to
be avoided in chanting !—p. 94.

17. In marking p. s for reeita-
tion what is the thing which the
student should do, and what are the
faults he has to avoid in doing it !

18. What ija the great distinction
between the recitation and the cadence
of a chant! What kind of pulse should
always come before the beginning of a
cadence? What kind of pulse should
alwaya come after the end of a cadence?
‘What relation should there be between
the speed of the reciting tone and that
of the cadence?

19. What is the difference between
the rhythms of public and
private talk !

20. In choosing chants, what are the
two blemishes which ahould lead a
precentor to reject some ?

21. What sre the principal elements
of expression in music ! What are the
common defects of singers who do not
study expression 1—p. 94.

22. What is the prineipal habit to be
formed in the delivery of tones 1—and
for what quality of tone should we lis-

ton in oug own voice !

23, By what other names is a gaod
‘“ attaek  of the tonea deseribed 1 Give
illustrations of its importance. Dea-
eribe generally the sensations which
aeecompany it both in the larynx and
the mouth.—p. 95.

24. How do the breath and glottis
act together in the clear attack I—in
the ual or breathing attack !—in
the eheck '—in the jerk 1—in the slur §
What is the difference between a slur
and a glide 1

25. What is meant by a clear Re-
lease of the 'I‘tme,—n.ndv what is its
importance !

26. Describe the manner in which a
teacher should introduee his first exer-
eises on the degrees of force.~—p. 96.

27. What are the names and si
for a long tone, or a phrase increasing
in foree !—diminishing in force !—first
increasing and then diminishing ?

28. Describe the Pressure and Ex-
plosive tones.

29. Describe the Staccato, the
Detached, and the Legato styles.

30, What are the two eonaiderationa
which principally guide us in applying
various degrees of force to musie !

81. How is it that it is possible for
classes to go on singing a large quantity
of music without really (learning
anything !

32. What pointa in a tune have to
be eonsidered with the view of deciding
whether it should be sung loudly or
softly, or with a moderate degree of
force T-Hi. 98,

33. ow should a true puano be

sung !

84. How should a real vibrating forte
be sung ?

85. %tht is “ phrasing "’ 1 Show its
importance, Mention threc or four
ways in whiech musical phrases ean be
marked off, and distinguished by the
singer.

36. What is usually the best form
ofh ﬁ;rce in ascending passages, and
W]

8’5. ‘What is usually the best form
ofh f(;ree in descending passages, and
W

3%. How should Repeated tones be
delivered, and wh{? .

89. How should prolonged single
tones be delivered, and why !

40. Whatisthe best way of *“ setting
off” the musical imitations in a
' melody ?—p. 100.




41. How should the entrance of a
“part " previously silent be treated !
42. In what two cases should any

of the parts, in music, be subdued and

subordinate ! v

43, How should accompaniment be
delivered ?

44. Describe the si':l}lxrse ‘ways of pro-
ducing what is called a humming
accomgxaaniment. ‘What should be
specially noticed in the imitation of
natural sounds?

45. What are the tones of the scale
most congenial to a quick and stirring
tune, and what to a slow and solemn
tune? In what ranges of his voice is
each singer able to make his tones
most effectively heard in the midst of
the harmony 1—p. 101. .

46, If in the harmony a singer finds
a tone placed in an effective part of his
voice, which is congenial with the sen-
timent he is singing,—how should he
deliver it? s

47, How should rapid passages and
runs be sung, and when such pieces are
sung in chorus, what point is it impor-
tant to notice? In the management of
the breath for a run, what point has the
singer to notice at the beginning, and
what at the end ? g

48. 'What kind of feeling is naturally
expressed by the explosive tone, and
what by the pressure tone? Which of
these forms of tonesis the exaggeration
of the legato style, and into which of
them does the staccato naturally break
out !—p. 103.

49. what manner should unison
passages he sung, and what should each
singer strive to do?

50. In whatstyle should cadencesbe
sung, and why ? e W

51. How sholllxld1 distinguishing tones
be , and why ?

5;% cases }:)f dissonances, what
should every singer know in reference
to his own part? How should the
resisting tone be sung, and how the
phrase which contains the dissonating
tone !—p. 104.

53. Why is it difficult to parse the
rhythm of pieces in which there are

77. Hold a steady tone with one
breath for twenty-four seconds.
78. Sing with a beautiful forward

%l;n.lity of tonme, to the Italian lak.

. 176.

79. Analyse the harmony of one of
8t. Co. (New.)
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fugal imitations? What is the name

given to a fugal imitation which has
een heard before, but which now

follows its leader sooner I—p. 104.

84. Describe the highest register of
female voices. State the pitch at which
they pass into it. ‘What is the name of
this register? Why should contraltos
generally refrain from using it ? p. 105,

‘What is the highest pitch which
classic choruses require the first Sopra-
nos to sing ? What is the highest pitch
which should be used in church choirs
where the congregation does not join ?
‘What is the highest pitch that can be
expected fromcongrégations !

56. What kind of voice will some-
times find it a relief to sing one-F (F')
in the small register ?

57. Describe the lesser breaks of the
voice. How, and at what pitch-sound
are these manifested in female voices !
How in male voices ?

58, What registers are commonly
used by men in ordinary speaking, and
what by women! What is the conse-
quence of these habits on the singing
voice ?

59. What is the mechanism of the
Lower Thick register, and what are the
ph1ysieal sensations felt in producing
it

60. What is the mechanism and sep-
sation of the Upper Thick register ?

61. What is the mechanism and sen-
sation of the Lower Thin ?

62. What is the mechanism and sen-
sation of the Upper Thin 1

63. 'What is the mechanism and sen-
sation of the Small?

64, What points are noticeable in
boys’ voices when compared with voices
of women? What course should be
taken at the ¢ change of voice 7’

65. Name the four “principal parts’® |

into which voices are most commenly
classified. 'What other * parts” are
sometinies required ? p. 108.

66. Describe the manner in which
voices are examined and recorded.

67. t are the characteristics of
a first Soprano?! What of a second
Soprano ?

PRACTICE.

the Exs. 177 to 179—whichever the
teacher chooses.

80. G@ive an example different from
those quoted of increased intensity
given to the mental effect of a tone by
accent—by cadence—by the interval of
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68. What are the characteristics of
a first Contralto? What of a second ?

69. What are the characteristics of
a first Tenor? What of a second?
From what class of men’s voices
do we get the most agreeable tones
in the upper thin re%ister‘! Give two
powerful reasons why basses should
not nse this register.

70. 'What are the characteristics of

a first Bass! What of a second ?
. 71. 'What are the two reasons why
in classifying voices you do not take
compass for your guide?! In what
choral part, as in Handel’s choruses, do
the voices of men and women coincide,
singing identical tones? In men’s
voice music, what i8 commonly the
highest tone of first Tenor, and the
lowest of second Bass? In women’s
voice music, what is commonly the
highest tone of first Sopramo, and
lowest of second Contralto?

72. State all the causes within your
knowledge of ‘flattening.”” Mention
anything you think likely to prevent,
arrest, or correct it. p. 109.

73. Mark in the heading of Exs.
188 to 191, 193, 195, the Sol-fa names of
the optional tones, at the command
of a tenor voice,—mark also the places
at which you think it desirable to
change the register.

74. In what cases may singers form
the habit of changing the register al-
ways on the same tone in absolute
pitch? In what cases should other
than tenor voices study carefully their
optional tones ?

75. What are the chief uses of
sixths, eighths, and ninths of a pulse in
musie ? ow are eighths of a pulse
named and written! How are third-

, sixths of a pulse named and written !

How are half-sixths of a pulse named
and written ! How are ninths of a
pulse named and written ? p. 110,

76. Give the Time names for the
following :—

tt,l -8l 3 SN |
3
td,—r.m §# = .fmrg
. a fifth or under fourth.

81. Write from memory or sing tne
three versions of the tune Dundee or
‘Windsor.—p. 84. X

82, Draw from memory the diagram
which shows the difference between the
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T.ah mode and the Ray mode, Write
and ging the tune Nowell in the Ray
mode and also in the Lah mode.

83. Laa from the teacher’s pointing
on the modulator all the exercises given
in the paragraph ¢ Difficulties of the
singer.”’—p. 86.

84. Name the tones of the minor
mode which belong to the following
chord relatiens: Tonic,—Sub-dominant,
—Dominant,— Super-tonie,— Leading
Tone,—Sub-mediant,—Mediant.

85. Analyse any one of the chants,
Exs. 181 to 186, which the teacher may
require.

86. Point out examples, without
having to look for them, of modulation
to the relative minor, and of modula-
tion to the relative major.—p. 88.

87. Point out examples, without
having to look for them, of transitional
modulation to the relative minor of the
first flat key, and to the relative minor
of the first sharp key.

88. Bing with correct time, tune, and
expression, one of the Exs. 188 to 195,
selected by the teacher.

89. Taa-tai on one tone the recita-
tions of Exs. 177 and 178,

90. Mark the following passages of
scripture for cadence and recitation.
—Pualm 1, 8, 20, 84, 93, 98, 149.
Isaiah. 12.

91. Deliver the vowels aa, ai, and ¢e,
as forward in the mouth as possible,
and with the best quality of voice you
can produce.—p. 95.

92. Deliver the vowel aa, with clear
attack,—with breathy or gradual attack,
—with the eheck,—with the jerk,—with
the alurred attack.

93, Sing the vowel aa, and end it

Nore, that Taa standing alone may be used to in
the accents are not necessarily marked by r and 1.

FIFTH STEP.

with a clear release.—p. 96.

94. Perform any ene of the Exs.
197 to 201, which the teacher may
select.

95, Select from memery and sing a
er dop ssag —a dim - do pas-
sage,—a swell p —P.

56, Sing Ex. 202

97. Seleet and sing a passage with
stacmse tge t{.mgs,—dwith eta.chI ed tones.

. ect and sing a legato passage.

99. BSing a tone vgt.h medium force
of your voice,—forte,—piano; with
which degree of force should the fel-
lowing pieces be sung through the
greater part of their extent I—Ex. 134,
141, 144, 188, 192, 194.

100. Select and sing a passage with
true vigorous piano.—p. 98.

101. Select and sing a passage with
clear vibrating forte.

102. Perform in the presence of the
teacher any one of the Exs. 204 to 210,
which he may select.

103. Select and sing an ascending

in the proper manner.—p. 99.

104. Select and sing a descending
passage with proper expression.

105. Select and sing with froper ex-
pression a good cxample of repeated

nes.

106. Select and sing a good example
of the prolonged single tone.

107. Select and sing a good examnple
of imitations in melody.

108. Select and sing a good example
in whieh the marked entrance of a
“ part”’ is required.

109. Select illustrations of subordi-
nation of parts, humming accompani-
ment, and imitative sounds.

110. Perform in the presence of the

DICTATION EXERCISES.

Eix, 236—242.

examiner one of the Exs. 211 to 214,
chosen li! him.

. 111. Perform any ene of the exer-
cises 222—225 which the examiner may
seleet.

112, Perform any one (chosen by the
examiner) of the runs named in the
pa.xagragh . ‘“ Bapid Passages,”” with
proper delivery and proper manage-
ment of breath.

113. Select and sing a good example
;’)f the Explosive tone,—of the Pressure

one.

114. Bing a Unison e with
some other veice in perfeet blending and
unanimity of attack.

115. Select and sing a cadence in a
proper manner.

116. Select and ging three different
examples of distinguishing tones.

117. Select and sing two different
examples of dissonances, your teacher
holding the resisting tone.

118. Describe or parse Exs. 194, 196,
or 197, which ever the examiner
chooses,

119. If your voice is soprano sing
two tones, at least, in the Small
m?‘;ters‘h b h

120. ow, by singing, the place of
the lesser break or breaks in yeur ewn
voice, and what part or parts of the
musie you can sing best.

121, If you are a tenor or contralto
singer mark, in presenee of the ex-
aminer, the optional tones and the best
places of change in any one of the Exs.
174, 175, which he may select.

122, your examiner what are
the Bol-fa names of your eptional tones
in key C,—F,—B flat,—E flat,—G,—D.

—A.

dicate a wholo pulse, and that after the first measure
Observe also octave marks, p. 29.

Ex. 236. Write in correct time Taatefed, r, m
~—TAATAI f m,—7TAA T,—TAA 4 ; and tafatard, r, m
—tafarar r, m, f,—TAATAI M, T,—7TAA d.

Ex. 237. taafe s, f,— raafe m, r,—TAA 4,
—7TAA t-one — raafe 1-one, r—raatefe d, t-one, d
—7AA r—TAA d.

Ex. 238. tafatefe d, r, m, f—raATAT 8, m—
TAATAL 1, 8—TAA one-d—tafatefe one-d, t, 1, s—
tafatefe f, m, r, d—TAATAI 8, 8-0one—TAA d.

Ex. 239. 71aaTAl d, T—TAASAI mM — TAATAL

8t. Co. (New.)

f, 8—TAASATI 1—8A4A1A1 8—TAATAL 8, 8— TAA d.

Ex. 240. tas 8 —safatefe 1, 8, 1— tafatefe
f, 8, f, s—tafatar m, r, d; and TaATAT d, m—
taataitee r, m, f—TAATAT m, d— saataites s, f—
taataitee m, r, d—raATAI T, d.

Ex. 241. SA4A4rar 8 — tafatar m, f, 8 —
SAArar s—tafatar 1, t, one-d—SdAdrar s—
TAATAI f, m—TAAfo ¥, d—TAA d.

Ex. 242. SAArat d — taa-aitee m, r —
taa-aitee d, t-ono—taataitee l-one, t-ome, d—
TAA -AA 8.
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SIXTH STEP.

Continuation of Chest, Klang, and_ Tuning Exercises.
Two Removes in Transition, and {o sing such a Transition.

of Three Removes and to sing such a Transition.

Musie. To understand the Resonances and their use.

Chest, Klang, and Tuning Exercises.—Exer-
cises for strengthening the chest, for the cultiva-
tion of a pure and beautiful klang and for the
exact tuning of the voices one with the other,
should still be pursued, at the opening of every
lesson. The various voice exercises in the begin-
ning of the last step and the minor mode chants in
three parts will answer the purpose well. The
teacher will choose the kind of exercise which he
finds his class requires. “ Wall Sheets’” will enable
the teacher to use more complex voice exercises,
while leaving him at liberty to walk among the
ranks of his class and superintend the posture and
vocal delivery of cach pupil. See Nos. 21, 22, 23.

mlrsd Two Removes.—Transitions to the
t | first sharp key or to the first flat key
rsdf (p. 50) are transitions of one remove.

t m ] | But the music often passes over the
d key of the first remove to the key of

1 1ts first remove ; this we call a transi-
t n 178 tion of two removes. The teacher will
lrsdf

first lead his pupils to observe the
physical facts connected with these
¢ M | removes. First, they will notice, that

sdf the second sharp key raises the key
t ml r | toneand with it the whole music a
fullstep,—thatitblotsoutfand d of the

m 1 s d| oldkey and introduces in their place
t | m and t of the new key as marked in

rsdf the signature,—and that, of the two
tm 1 distinguishing tones, t is the more

important because it distinguishes
the second sharp remove from the firs¢.
Second, they will notice, that the second fat key
depresses the key tone and with it the whole music
a ?ull step,—that it blots out the tones (which the
sharp remove introduced) t and m,—and it intro-
duces, for the new key, the tones (which the sharp
remove blotted out) d and f,—and that of these two
distinguishing tones, the f is the more important as
distinguishing the sccond flat remove from the first.

St. Co. (New.)

To perceive the Physical Facts and Mental Effects of
To perceive the Physical Facts and Mental Effects

To understand Principles on which various degrees of Force
and Speed are applied to Words, and to make use of thewm.
the Organs in sustaining vowel sounds clearly and correctly.

To practise the Phrasing of Words. To exercise

To understand the Principal Forms of Vocal

To exercise the Voice for Strength and Agility.

These physical facts will prepare the mind for
observing in the exercises which follow,—that the
second sharp remove with its raised d and its effec-
tive t is even more expreéssive of rising emotion
than the first sharp key,—that the second flat remove
with its depressed d and its effective f, is even more
expressive of seriousness and depression than the
first flat remove. Compare p. 51. A transition of
two removes from the principal key (a principal tran-
sition) is seldom used except for imitation and
sequence. A transition of two removes from a
subordinate (not principal) key of tho piece is not
uncommon and if the transition is from the key of
the dominant to that of the sub-dominant or wice
versa it i3 generally quite easy to sing. This kind
of ¢ oscillation * across the original key keeps that
key in mind, and lessens the violent effect of the
two removes. See “ How to Observe Harmony,” p.
54, and the ¢ Common-places of Music,” p. 111.

Tue Exercises.—The following two exercises
should be done with great care, every transition
passage, being taught by pattern from the modu-
lator. No words are provided, in order that atten-
tion may be given exclusively to the various points of
difficulty in the transitions. Xach part should be
first sclfaad and then clearly laad. If, in teaching
the parts any difficulty ariscs, it is a good plan to
teach the first phrase of the new key separately
before the transition is attempted; for when the
pupil knows what is on'the other side of the bridge
he crosses more boldly. This plan of introducing
transition is even more important when the parts
are sung together. Great assistance may be given
to the pupils by shewing them on the modulator the
first difficult interval or intervals which the new
distinguishing tones create, and by likening these
intervals to some others with which the ear is more
familiar. The pupil must not begrudge any
amount of patient care required in mastering these
transitions, for such transitions occur in every
classic work and sometimes very frequently. A
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good study of the modulator with a thoughtful
exercise of his voice will not only tcach him
these particular tunes, but will shew him tho way
to master similar difficulties in other musiec.

In Ex. 243 the transition to the second sharp key
becomes comparatively easy when the pupils realize
the exact imitation there is in all the parts. As
mentioned above, t is tho more important of the
two distinguishing tones. If the third part strikes
it firmly and promptly the second part will have
little difficulty. In teaching the parts separately,
the ear is not assisted by harmony to establish the
new key ; it will therefore be useful to show on the
modulator what the notes would have been in the
old key, Thus the third part would have de 1) r
and the second part would have m de r. The
second distinguishing tone m is felt to be a little
sharp but is seldom a difficulty. This should be
traced on the modulator.

In Ex. 244 the difficulty of the ¢ principal”
transition of two removes is again lessened by imi-

tation. The second distinguishing tone comes in
Ex. 243 «xkey F.
|m n_f_ I8 = s d :r m  i—
g d d .ud_ﬂ M:-.t. i —
? d d_ll sy :m f._.l_.:s. 1d —
G. t. m.
T In — 1SR, 2
ity 1d — nr ity
t '8 1d 3— det, :s
£
r = & = ol] 'it
f — m — taf .f
s — id B= taf r
Ex. 244, xey F. M. 70.
P
S d T m '8 8 M
% p 1d S0 t «d
( d '8 Id oMy 8 «d

'St. Co. (New.)
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first, and then the second part strikes the first and
more important distinguishing tone. When the
second distinguishing tone is heard first the transi-
tion is easier to sing. It is something like taking
one remove at a time. But the second casc, that of
a subordinate and ““oscillating” two removes,at mea-
sure 9,is more difficult to sing because there is not the
same help from imitation and second because the first
distinguishing tone is first introduced. The next
transition has a perfect imitation note for note in
its second part, and in its first part there is an exact
imitation of the melodial waving of the previous
phraso one step lower. This last phrase would be
r f mr (two more flat removes) if it were not har-
monised chromatically, and so retained in the origi-
nal key.

Other examples will be found in ¢ Additional
Exercises,” p. 65 for imitation,—pp. 68 & 72 for
oscillation and to give effect to the next transition,—
and p. 83 a transitional modulation to the minor for
special effect, also to prepare effect.

1 ot @ o theN SRR
f f s :d |d it d = 2
tin_:r lu:d s — |d =
f. C.

m - rd s st el
1d — dg :m |f '8 .M g
1d — 1|r£ :d if .r :n .d
|d! m 3 ‘— |d —
I8 :d d. i) 1d L
In :d 8 — |d —

W. G. M‘N.
Im :r m :8 Is ef )
1d :t d :d Ltay)l; ]y
8 8 d m | o S
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eres. G. t. m.
( "™ |d - & Cie If n fem :r £ n '
t) ot 1d - d :t Ir d rd |r od ’
Z s s |d — d s & L rd s s il

£ C. d. f. Bp. dim.,

Ipml J:s' | £ ir! 1 ok |d! — dipiSk s in r 2
zds m |£ 31l r s £ (m — oF e ) |d ot \

1d :de x £ 8 '8y 1d — ATATT T 18 :8) )

F. t. dim. P

df :la is of n 48 £ 35 1 :t) |d e

s o n 2 d :de |r g f ) m —

Ur it 1d 'S L my If) ) s 14 =

OH, 'M THE BOY 0 THE MOUNTAIN.

Ex. 245. M. 80, twice. (Words adapted from Unranp, by J. S. STALLYBRASS.) 4. L. 0.
R A A s omt esdlE e s i oapese- <y gl cr of SIS SRl
1.The | Moun - tain Shep - herd} boy, am I, Yourjlof - ty tow'rs be -
C G A I s S RS TN AT S VI I SRS S R ) S T |
2.When | thun - der clouds be- | low me crawl, A - | bout me stands a
\3.But | when some day the | church  bells ring, And| vil - lage maids in )

St e = cs) |spied i (s ocem dl s - of qr - il Vs =T im

low me lie; Here| shoots the sun his |ear - ly rays, With|{me the_)

T = e 0 R | A N SR O R B T T | TR S M |

bright blue hall; I |know them well, they| hear me call: “Oh |spare my

gar - landssing, I'lll take  the tru - est |for my bride, And|sit me
£ B). C. t.m.
Is = :f |m = :r |d - it (d - :d |8 :d m |m = ir |d - :det
long - est|while he stays. Oh, | I'm the boy o’ the|moun -  tain, Oh,)
Im = i td :- ity d - dsufiley - oy gsy cmpocdy sy - ofy Gmoi- o lsdy
fa - ther’s|cot - tagewall!” Oh,|I'm the boy o the! moun - tain, Oh,s
by my | own fire-side. No | more the boy o the!moun - tain, No
£ F.
id - id' s ed' it [mi- ot gdl - ifdYd'i- imogs ir f jmoi- crogd -
]I’m the boy o' the|moun - tain, Ijam the boy o’ the| moun - tain.
me— im s tntd g8 i~ f Im - dlmgm o~ id It it )y pses— o f Iy -

I'm  the boy o’ the |moun - tain, I|am the boy o> the|wmoun - tain.

more the boy o° the| moun - tain, No| more the boyo’ the| moun tain.

St Cs. (New.)
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t .5 e L Tak e | d! is d :
T . pa in { the |high - - - est,
s = fmr ‘- .r d o d P
san - - na l in the | high 2 - est.

GOOD NIGHT.

‘Words translated by J. S. STALLYBRASS. A. L C.

Ex. 247, xey A. [To illustrate chromatics.] —===—Eag ey
S| — d g ) Hil |m 0 r - .ren d
1.Good night! good night! We have fought our
2.Good night ! good night ! May the star - ry
m — Im ! m — 181 4 t) - .1 |se 2l
3.Good night! good night! There’s an eye that
4.Good night! good night! Heavn - ly TFa - ther,
S T e P ————— T a—
s - . in o r — .der ire n - T.niidl 'S
dai - ly fight; Peace of mind and rest fromhea - ven
splen - dourbright Cheer the eye that, |sick withsor - row
t) - .t d : t = ety ol se, :— .sell m
knows no night; Child of man, while |thou art sleep - ing, ’
with thy might Bless, and streng - then, |and re -store  us,
m. <—’\"‘ R Na dim.
r - .de|r re n SRS (d 'S s - fels n
To re -ward  our toil are giv - en; Noi - sy day has
Weep - ing watch - eth for the mor - row,— | Star - ry splen - dour
t) - ety ] s€ - .sqll m | - .ren d
Faith - ful watch and ward ’tis keep - ing; | There’s an eye that
For the new day’s | work be - fore us, Heav'n - ly Fa - ther

P pp

m i~ .re|nm 3 d — |d R 1 J=REsIis) 3
tak - en flight: Good night! good night!
soft and bright! Good night ! good night!
5 - e s b m - .rejlm g £ t— m g
wakes all night. Good night! good night!
with thy might! Good night! good night!

8¢, Co, (New.)
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P £ B
f —nf Ir o [ S| S (Dl H A d |\
ere long, Thine | eye shall gent - ly close,
r -d x|t 1taf) m = .8 |fe :f m —
ere long, Thou’ltl with the an - gels sing,
"a”. T T ——
|— :8 S| = feusil] '8 s — I— !
Thine eye shallgent - ly close.
l— m m = reumlf e n 0= =5
Thouw'lt | with thean -  gels sing.

Three Removes.—Almost the only cases of three
removes are those of three fa¢ removes with modu-
lation to the minor, or of three sharp removes with
modulation to the major. In these cases the
similarity of the upper part of the two modes (m
ba se 1l and s 11 d') assists the ear in passing over from
one key into the other, especially if that form of the
minor mode containing éak is

rsd f: used. The third flat remove is
¢l 7 s | themore difficult to sing simply

d i because the minor mode into
t m I r's df | whichit entersisitself artificial
¢t m | and difficult. The third sharp

lrsdyf remove is the less difficult,
88 t m [ r | because the major mode into

s d which it enters is more natural
batmlrsd|to the ear. The Physical
t Changes, therefore, made in

86
three removes, vary with the
mlrbs?fl varying use of bah and se.
AU They may be greater or smaller
sdf than those of two removes.

r

The Mental Effects are obvious,
df - | —for a modulation from major
t n to minor and a flat remove

more familiar and more natural major mode, and
second, because the second distinguishing tone (m)
enters first, after that the z4ird (1) and the most
difficult (t) last of all. In teaching each part
separately it may be well for the third part to
remember that £ m is the same thing as r de of the
the preceding key,—and for the second part to
notice d' fe 1s the same as f . All three parts
should hold out the 4 its full length in order to get
it well into the ear before taking the new transition.
The section in key C should be practised separately
before it is united to the previous section in K.
This also should be the case with the section in key
B p, which is difficult, being a sudden remove from
the major to the artificial minor. Although the
distinguishing tone of the second remove (f) comes
late, it is only an alternative tone with 4a4, and so
is awkward to sing. This fune confrasts very
plainly the natural boldness of the “relative major
and the cold brightness of the ¢“tonic major.” In
Ex, 250 the transition to the minor of the third
flat key is very difficult to sing, first, because it is
to the minor, and, second, because it introduces the
“ alternative tone” (f) so early. If the third part
sings f, f correctly and boldly, the second part will

t m | together naturally produce a | have no difficulty. In learning the third part
lrsd f gloomy depression of feeling, | separately it may be well to remember that
se timlr and a modulation from minor 1 | £, fm|rislike :m |d :dlt|] of

to major combines with a sharp | another key. It may scarcely be necessary to note

sadf
remove to produce a strange
batmlirsd kind of excitement.

Tur Exercises.—In the same manner as above
the teacher will shew his pupils on the modulator
that in Ex. 249 the transition to the third sharp key
i8 not very difficult, first, because it movesa to the

8t. Co. (New.)

that, in the second part, d r f i3 like ma f la of the
previous key,—and in the first part m 1 is like s dl.

Other examples may be found in “Additional
Exercises,” pp. 78 & 94 for special effect,—p. 86 for
subordinate transition and return,--and pp. 79, 84
& 92 for returning transition.
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[} - s - .5 |1 'S d x!bom o\
nigh, ‘Winds and waves in gen tle mo - tion,
8 - .f :m v im - | = m g Is |
The winds and: waves in gen tle mo - tion,
rit.
f m 1 .1 s fels — ﬁ'p.m o s |m 1— 3
Soothe them with their lu-la-| by, lul -la, lul -la.| by. H
n 4 If £ :m .re'nm — ir d :r .t |— ]
s.d.f Ehb. f
sm - .m |f Hy d —- .t 1 :se m xrojd .t :d .r
1. When the wind tem - |pest - mnousblow - ing, Rolls thcbﬂlowsmountam
;mad 4 ir d - .xr |d ot n rojd .t oed j
2.’Neath a hea - ven black and scowl - ing, Trust ing Onea - bove the
C. t.m.l. 3]
mg - ] - .8 |1 :8 d! xm :d
> high, Still no fear of dan ger know - ing,
They in hor - rid tem pest’show - ling,
mg ¢ I- £ :m .rinm — If — n s m
sky, E’en then noj fear of dan ger know - ing
They in the' hor - rid tem pest’'show - lmg,
rit. PP
8 .mojl .1 s Jfels — If m :f s |m I— :
g They in storms hearlulla-| by, lul -la, lul-la-| by.
n 4 )f f im .re|m — jr .d :r .t |d = . &
Hear a  mo-ther'slul-la-l by, lul -la, lul-la-| by.
MUSIC OF THE SPHERES.

Ex. 252. xey A. Words translated from Besserp, by J. S. STALLYBRASS 4. L. C.
d |d '8 .d |m S & v |3 :d se.ll. Lt
1.Stars are giv’n us our| life to bright - en, And our dim earthly
m MMgmy oM |8y = g If) om m 1 Sheaty
2.5ee yon star written| con - so-la - tion; |“Here i3 past all
d B HY n n m A :f .mjr 1t - J(sy)
path - wayto light - en; They can sweet - on  the scourg - ing rod, They
r g I m 5) '8 isi_om:l s |fe cfer s = (s
earth’s tri-bu-la - tion; | Pil - grim, keep your cour - age high,
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. f. C.
f n ; : ; 1d! U B :d
brave, How |vain  was their |boast - ing!— The | Lord hath  but
a — dg .5 |f 3f af: f n im In ir :d
pride ? Forthel Lord hath  looked |( out from  his pil - lar of
s.df. E). P ritard.
s ! L) G AT L 2 :11 m m :d .r [m m m
gpo - ken, And |cha - riots and horse - men  are sunk in the
d 551 id 1.t (d 't L ge) - :se, rolp.tieypd m n \
glo - ry, And |all her brave |thou - sands are dashed in the i
C. tml
L, = mg - .m 8 m! ! Rk d! i gl
wave. Sound  the loud tim - brel o'er E - gypt's dark
L ef= dem :- .d :m ] 'S :f mn W B 5
tide.
§ — S s -.mid s P 8=l g5z dls fa=0 8
sea Jo - {ho - vahhath |tri - umph’d—his |peo - ple are | free. ”
n o i— s mn -.d:m s ] m :~.f:r VRS e
TRUE LOVE.
Ex. 254. xEY G. 4. L.
4 : ———— I
g :— Jd ::m |m.ar:— |1d Ir — 1 s — oy Soih
1.True love can | never die, True love, true love canl
yoc— gm s s fp— m i 8= [P 8 ,F'll =y g
2.True love can | never die, True love, true love can
= s.d.f. Bp.
(i SN ,|F.r — d t— :dlutd - .d |d %3
never, nev-er die, Al - | though its first  bright
8§ .m 1= 11 . f i— m (— | (laff,  Im = .m il 't
never, nev-er die, Life’s! spring maypass & -
ot
n — | m s - ] 1 d — i :rs.f
gleam May fly like child - hood’s | dream, Ye
= | od t| = .1| |f| :fl M | :fe{t)
way, Soon fade its sum - mer | day, But
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I s s s AP em et dl ot ltd! isoos :sfes,lis .f :r 2
sil - ver light,yes,| Comea - way, ye | fays and fair-ies, | While themoonis | shin-ing bright,
e cso B is L (mor f m” oLl cmrenEm ox ot

e st de o d A gl dl TS AN Y S I

comea - way,yes,| Come, come, come, come, Come, come, |ecome, ecome,

- ik,
s Al SRS SO 1) SRAEE Lt s R RIS R
Now for - sake the | woods’ deep sha - dows,| Come and dance inher|sil - ver light.

M Lm s o8 Sl I MR DS .M 1iv ral AN ] N B Tl e NG T
e d . s ¥ d . ke« ot . § .8 :d

Come, come, come, come, Come, come, come a - way.
a£.C. f == P
.slt LA cd e Rt 08 ol I L LROT e | Shee | I8 LMV
Come,| trip it merri-ly ho, ho, ho, List totheli - ly bell’s sweetsound,)
maf Imo.m :mf.s SRS 1 8 plh adbidlst 1Y SR T
dr |d d :dd.d Ty s r dhdl:it L1 sh LB
Come,| trip it merri-ly ho, ho, ho, List totheli - ly |bell’s sweetsound,/
-3 >
Sieetdl, d dr'am ogxbo it s ' ot s Lt el
Come,| trip it  merri-ly, |ho, ho, ho, Lightly  trip it round and round.
f m .nm :n,f.8 SRSl 8 FOETEE N A f JEean
d id d d.d” 6 o s - o 61 e tie Lt d
Come,| trip it merri-ly, |ho, ho, ho, Trip it round and round.
A. tm.l. P
: ! d- o |m n |n - rem s REl= 1
pp 3 Wea-ry | mor - fals now are | sleep - -
mng., 81 " S| LTI s . o) S 1o & S et B A
La la, la, la, la, la, ( la, la, la, Thi
dem, mo. T T T d JAIB 2 BRIl | S RS AR GG

n RSl gd 1d = Hid|n - ~rjd {; “~fels —

ing Sil -ver| stars  the watch are| keep y 3 ing, Faysand| fair -
Gl e G o M el TR TIPSR [ TR 1Y W (e R e -
la, La, la, la, la, la, la, la, la, Come, come,
e LR T I [T SR b PP S
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n moo.reln g d
ies, Fays and| fair -7 . ies,
2 abe 1l LAY & .
Come, come, come,
L 18 fels, — m .
\ come, Fays and| fair S NE | ies,
im .Jd,xr:m . s . feys
Come from the hill, Fays and| fair
. . . . Hyl wICin
Come, come, come;
d[ . sy 5 dl . H d .
| Come,
d 2 r .t,d:r .t
ies. Come from the foun -taia, 3
d . ud’ . H . Yo .
come, come, Come, come, come,
m . 0 8 . '8 . 8 .
ies, come, !

More Distant Removes are much used in modern
music. They can be studied on the extended
modulator. Sce also my *‘Construction Exercises,’’
p- 154, and *‘ The Staff Notation.”

Effect of S8peed and Force.—We all know that
when we are excited our pulse moves quickly, and
that when we are calm and meditative our pulse
moves more gently and slowly. This is the general
principle which must govern our speed of mcve-
ment in singing. It should be regulated by the
character of the emotion we are expressing, We
may also notice, that the same state of our feelings,
which naturally suggests that we should speak
guickly, generally leads us, at the same time, to speak
aloud, And the same emotions which lead us to
speak slowly, commonly also suggest that we should
speak softly. Hence the connection between speed
and forez. In this study, however, the following
caution from Dr. Lowell Mason should be kept in
mind. He says, “ The very same words may be
sung by different persons, or even by the same per-
son at different seasons,—in different moods of mind,
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3 v ndona 4 \
Come from the glen, !
e t . e t: . o T '
come Come, come, come.  come,
{: s S . 8y 5 - TR B L
come, ; 4
b n H il owre n o
- ies, TFays and, fair -
- d : |d % s
| Come, come,
H . d '8, ..fe.[s. — g
come, come, Fays and| fair -
£ D. D.S.
2 n .d,r:m dsg —
Come from the rill, yes.
St d A Fdas taf =
come, Come come, yes.
'8 . d; 5 :d; v mt, S

and so with a pervading difference of expression.
The hymn commencing, “When I can read my
title clear,” would be sung by one man (looking at
his Christian hopes through the tearsof penitence and
sorrow) with a subdued trembling confidence, and
by another man (who has long taken ¢ Jesus’ for ¢ the
Christ,’ in whom his soul trusts) with the free full
triumph of gratitude and faith. Tho Israelites,
before they crossed the Red Sea, might have sung
such a hymn as that which begins—
sing th’ almi
s g o o
That spread the flowing seas abroad,
And built the lofty skies.

But they would have sung it, in a very different
strain after they had crossed the Red Sea! It
might be said, that, in both these cases, the second
way of singing is the right way. Buf allow-
ances must, nevertheless, be made for this difference |
in the general style and manner of delivery.”
The principles here laid down are necessarily
incomplete; but they will serva the purpose
of setting the pupil to think. case givep
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below, should be brought before the class, and sub-
mitted to the judgment of the pupils. They
should then be requested to find other cases illus-
trative of the same principles, or cases developing
any new principle. Let the gupil remember that
this exercise of independent thought and feeling is
the only exercise, in connexion with this subject, of
any real value to him. The mere learning of rules
for expression, without apprehending and testing
their rheaning, and without trying to apply them
for yourself, or to invent others if need he,—would
be just the putting on of so many weights and
shackles to hinder all free movement.*

Loud and Quick.—These principles will naturally
suggest to us that passages of music expressing
joyful praise, gladness of heart, and other excited
emotions, should be delivered with force, and with
quick and sometimes accelerated speed. Besides
this, among the many passages where music
seems to act the words, there are some in which this
dramatic delivery naturally assumes the same qual-
ities of loudness and quickness.

Joyful praise.—Illustrations of this will be found
in “Jacksons,” p. 2, v. 4, last line,—“Swiftly” p. 32
¢ Nature’s,” &c.,—and St. Co. Ex. 111.

Gladness.—See Sunshine, p. 45, last two lines of
verses 1, 2,— Spring life,” p. 3, where full voiced
gladness bursts out on the words “ Hurrah,” “ grow
away,” &c.,—see also St. Co. Ex. 174, at the open-
ing and at the close before * Five.”

Excited emotion.—By this we mean other exciting
emotions besides those of praise and gladness ; and
any of these emotions when suddenly aroused. See
the feeling of patriotism in p. 13, first 8 measures
and last 8 measures,—see exulting confidence in
“ Rise my soul,” p. 33, v. 1,—see a change to excited
confidence in ¢ Nearer my God,” p. 34, v. 2, lines
1 to 5,—in “ Hope will,” p. 12, close of each verse,
—in “ Hear me,” p. 18, third score, where the words

‘are those of prayer but the fecling is that of exult-
ing confidence,—and in “Saviour breathe,” p. 91,
third score, where even the depressing sentiment of
confession. is naturally overlooked in the rising
urgency of passionate entreaty. See cases in
which the excited emotion suggests also, acceller-
ated speed, in ¢ We fly,” p. 20, through the whole,
—and in “ Awake,” p. 62, end of second score, con-
trasted with the slow and sustained music which
precedes it.

Dramatic effects.—Cases in which our mental asso-
ciations naturally suggest leudness and quickmness
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in the *picturing out” or acting of a musical
passage may be found in “ Quail,’”" p. 14, score 2,
* Ruthless the winter comes on,”’—* Awale,” p. 64,
score 4,—see also St. Co. Ex. 175, accompaniment
in Tenor and Bass “ rushing along.”

The student should here be cautioned against an
unnatural straining after expression, against giving
such expression to a single word, or to a single
line of the poetry, as will distract the attention
from the general sentiment—the pervading and pre-
dominating feeling of the piece.

The author of “Our Church Music” cites two
striking illustrations of this. ¢ The following
stanza,”” he says:—

2 Sinners rejoice, and saints be glad,
Hosanna, let his name be blest ;
A thousand blessings on his head
‘With peace, and joy, and glory rest :
“is evidently throughout a jubilant one; and the
individual word peace does not change its charac-
ter. I once heard a leader, with a powerful voice,

" singing this hymn. Catching at such words as

¢ rejoice, ‘be glad,’ &c., he bounded on exultingly.
But suddenly his eye fell upon the word ¢ peace.’
This ¢ gave him pause.” He wasstartled. But, with
ready presence of mind, he checked his musical
career, and sinking his voice to a whispering
ptanissimo, faintly articulated the word peace. This
accomplished, however, he rallied manfully for
the remainder of the line, to depict the ‘sox’ and
‘grLory’ of it.” The following stanza:—
See, the storm of vengeance gathering,
O’er the path you dare to tread,
Hark ! the awful thunder rolling
Loud and louder o’er your head :

our author heard sung with an AWFUL crescendo on
the third line, and a great thundering of the organ-
pipes. But the true feeling of the verse is that of
subdued solemnity. The attitude both of speaker
and hearer is that of quiet listening. ¢ Would not
an effective reader,” he says, “sink his voice to a
whisper, and turn the listener’s ear inward, to the
thunder of his own conscience, rather than stun it
by material noise ?”’

Let the student always ask himself—* What
should be my own state of mind (excited, or quiet,
&c.), while uttering this sentiment?’”” Let him
determine first to feel the sentiment quietly and
fully, next to speak it feelingly, and then to sing it
so as to make others feel. If he does this he will

. never be found labouring to bring out expression
* This subject is more fully treated in * Musical Theory,”” Book IV.
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from unimportant words, and forgetting the main
sentiment which he is uttering.

Loud and Slow.—Passages which express some

d idea on which the mind delights to dwell
should be sung loudly, and not only without quick-
ened movement; but often in a delayed and
sustained manner.

Grand Ideas.—See examples in * God speed,” p. 1
—«Qpring Life,” p. 4, ¢ praise and pray,” where, in
the same place, the other verses would be sung loud
and quick,—and in “Quail,”’ p. 15, end of third verse,
where after trembling and fear, there comes a sol-
emn confident utterance of thoughtful faith on the
words “ God for his creatures will care,’—¢‘ How
lovely,” p. 61, first score “throughout” to “tid-
ings,” expressing the universal triumph of the
gospel. Musically considered, this forte, rallen-
tando prepares the way, by contrast,—for the light
piano which follows,—in ¢ Sunshine,” p. 45, where
the singer is contemplating with strong satisfaction
the blessings he has realised, and where, in the same
place the previous verses would be sungloud and
quick. Sce also St. Co. Ex. 139, last line v. 3 & 4.

Ex. 256. What musical expression is suitable
to the words in “ Morning prayer,” p. 80, “ I feel
my being new created ?”’—in ¢ May time,” p. 5,
opening of v. 1and 3?

Ex. 257. What expression would gou give to
“ Quail,” p. 15, “ God be thanked,” and * Look she
goes ?’—to ¢ Home,” p. 76, “tell me heaven ?’'—
and to “Saviour,” p. 92, ¢ for we are safo if thou.”

Ex. 258. What expression would you give to
«The stout limbed,” p. 77, last score and p. 78,
third score —and to “ How lovely,” p. 58, last score.
Give your reasons in both cases.

Ex. 259. What general musical expression
would you give to the words in St. Co. Ex. 134,—
and what special expression to Ex. 113, scores 1, 2,
3, 6, 7 7—in Ex. 175, on the words ¢ The sea,”
“The deep blue sea for me?’’—what expression
would you give to St. Co. Ex. 143, “ Great is the
Lord,” “ Ho makes his promise good.”

Soft and Slow.—The principles stated at the
commencement of this subject naturally suggest,—
that words which express Worship, Sadness, or
other Subdued Emotions as well as those which
place the mind in the attitude of Meditation, Des-
cription, or Repose, should be sung more softly and
often more slowly than other passages. There are
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Ex. 256 —259

also several Dramatic Effects which can be well
expressed by soft and slow singing.

IWorship.—See examples in “ Hear me,” p. 17, at
the opening, where the second score, being a repe-
tition section and expressive of rising urgency is
naturally sung louder than the first ; but still prano,
—*TLord in this,"” p. 33, v. 2, where the worshipful
feeling is deeper and humbler than in v. 1, and
should be sufig m(i).re softly and slo;vly. This
expression prepares for rising urgeney of prayer in
v. 3. See als?)PSt. Co. Ex. 135,rvg: 1. e

Sadness. — See illustrations in ¢ Shepherds
lament,” p. 89, score 4, where the closed door, pro-
duces a sadness, which sobs in the words *‘and all,
—all,” and deegens into utter desolation, delaying
the utteranee of the words “me, a dream to me,”’—
and in St. Co. Ex. 188, v. 2, second and third scores,
—Ex. 190, v. 2, last two lines.

Subdued Emotion.—Sea examples in “Jaekson's”
g{. 2, v. 2, first and last lines, and v. 4, second line.

ote that in this picce, the last line of the last
verse would be sung with a contrasting expression,—
“ Quail call,” p. 14, “ Ah! but” to “defend,”’—also
the same, “cold” to * cries,””—and the subdued
feeling of the listener, v. 1 and 4 of the same,—
¢ Come freedom’s,”” p. 13, v. 2, lines 1, 2,—* Fortune
hunter,” v. 5, last two lines,—¢ Hope will,” p. 12, v.
1, line 1, and v. 2, line 1. See also St. Co. Ex. 139,
v. 3, first line.

Meditation, Description, or Repose.—See examples
in “If I had,” p. 45, last score “ But thoughts ™ to
‘“here,”—*“How lovely,” p. 58, duet,—*“Swiftly,” p.
31, “sweet,” &c.,—* My lady,” p. 21, where soft
respectful ‘“description’’ mingles with ¢ excited
emotion,” which, see above, requires a different
treatment,—¢ Spring life,” p. 3,—*“Hear me,"” p. 18,
“I will,”"—where the singer anticipates the sense of
repose. Seealso St. Co. Ex. 119,“oh, sweet content’’
‘“oh, punishment,”—Ex. 193, where, the whole is
descriptive and subdued ; but where, in the second
and third verses, the second half is made softer and
slower still by the “subdued emotion.”

Dramatic Effect.— See illustrations in *“Night
around,” p. 22. The accompaniment imitates the
effect of a night breeze,—*“The woods,” p. 73, last
score “and vanish,” &c., when the diminwendo,
pianissimo pictures the passing away of a dream,—
“Ye spotted,” p. 83, fourth score, ¢ Bectles black,”

- where the low voiced horrer of the fairies, when

thinking of the “ beetles,” is contrasted with their
loud defiance of the spiders.




Ex. 260—1

Soft and Quick.—On the same principles it is easy
to see that passages expressing Gaity or the feeling
of Cunning and Inuendo are naturally delivered
in a soft, light, and quick manner.

Gaiety.—See examples in “ Come let,” p. 24,
“trip it to and fro,”—* Fortune hunter,” p. 5,—
¢ Gipsies’ tent,” p. 35,—and “O the joy,”—* The
woods,” p. 71, where the light gaiety of the music is
moderated by the descriptive character of the words.
See also St. Co. Ex. 78, “Tra, la, la,”—Ex. 174
where the gaiety of the first half of the music is
contrasted with the boldness of its opening and
close, and with the more legato descriptive passage
which follows.

Playful Cunning.—See examples in * Fortune
hunter,” p. 4, v. 8, “ Without asking my lady,” and
v. 10, last line where the fun would be increased by
a pause after “not,”—¢ Quail,” p. 14, v. 3, “here I
lie.” See St. Co. Ex. 145 on the last words “my
love loves me,” as though playing with a pleasant
secret,—Ex. 120, where after the importunate ¢ Tell
me,” another set of voices seems to reply “Oh!
no,” and p. 42, from ‘“all among” to “dwell,”’
where the pretty little secret is let out.

Dramatic Effect.—See examples in “Swiftly,” p.
29, where first the quick fleeting shadows and after-
wards the quickly glinting sunbeams are imitated,
" See St. Co. Ex. 102, where the rise and fall of
laughter is not only imitated but enacted.

Ex. 260. What expression would you give to
¢ O Saviour,” p. 86, 6 measures beginning ‘Save
us ?”’—¢ Father my,” p. 34, v. 1, lines 5, 6 7—*“Lord
in this,” p. 83, v. 4, line 2?—* Saviour,” p. 92,
“Though” to “fly ?”’—¢ Loud the storm wind,” p.
95, ¢ soft comes ?”’

Ex. 261. What expression should be given to
St. Co. Ex. 97, v. 1, line 1, v. 3, lines 1 and 2 ?—to
Ex. 194, v. 1, “ In silence” to end,—and in what
different manner should the mingled emotions of
joy, and sustained, intensified agony, in ¢ Jerusa-

em,” &c., be expressed —Ex. 137, first line of each
verse >—Ex. 139, v. 3, “ and quiet lie ?”’

Loud to Soft.—Passages which suggest “Excited
emotion " at their opening, gradually changing to
“ Subdued emotion,” will naturally be sung dimin-
uendo. See * Spring,” p. 51, “Cloe” to “gone,”
—*Going home,” p. 2, v. 2,last line,—“ Morning
prayer,” p. 79, where the ma in the contralto twice
hushes the outburst of greeting at the solemn sense
of the Divine prescnce,—and where,on the repetition,
the feeling, still more deepened, may be expressed
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by a pianissimo, rallentando finish to the diminuendo.
The words of the second verse do not require such
refined expression: but those of the third verse in
the same place, demand all the feeling which con-
ductor and singers can throw into them. See also
St. Co. Ex. 79, score 4, v. 1.

Single tones may take the same shape, but in that
brief and condensed form, which we call the explo-
sive tone, when the singer wishes to express vig-
our and energy in a somewhat spasmodic manner.
Let the pupils sing the scale upward and down-
ward with a feeling of resolute determination, to
the words, “No! I will not! No! I will not!”
See also illustrations in the fairies saying * Hence,
hence,”’ to the spiders, p. 83,—¢ Where the gay,”
p- 65, score 4, the energetic climax of a remarkable
crescendo passage,—‘‘Hear me,” p. 1¢, first and
fourth scores,—* The Shepherd’s,” p. 88 in which
a number of explosive tones must be excused on
account of the state of passionate excitement whick
the singer has to impersonate,—¢ Harvest Home,"”
p. 39.

Soft to Loud.—Passages which suggest ¢ Sub-
dued emotion” at their opening, gradually chang-
ing to “Excited emotion,” will naturally be sung
crescendo.  See *“ At first,” p. 64, first score, where
the gathering force of a mountain stream is repre-
sented by crescendo and accelerando; and the same
thing, p. 55, score 4,—* Loud the storm wind,” pp.
94 and 95, “loud,” &c., where the subdued feeling
of description gradually changes into dramatic
excitement. See also St. Co. Ex. 139, v. 2, ¢ And
in,” to “to be,”—Ex. 175, ¢ Beautiful ” to “free,”
where contemplation rises into ecstasy.

Single tones may take the same shape but in that
brief and condensed form which we call pressure
tone, when the singer wishes to express the breath-
ings of desire, entreaty, or any deepening emotion.
Let the pupil sing the scale slowly upward and
downward to the words “Oh! do, pray do! Oh! do,
pray do!” See “Jackson,” p. 3, on the words, v.
2, last line,—¢ Father,” p. 34, v. 1, where a pres-
sure tone on each syllable of ¢ From human agony,
would well express the deepening emotion,—* Hear
me,” p. 17, score 2, “ 0,”—ditto p. 18, second score,
“prayer,”—*“0O Saviour,” p. 86, score 2, “Save,’
“Help.”* It should here be noticed, however, that
the same emotion is sometimes expressed violently
and passionately by the explosive tome which
in other moods would require the desireful pressure
tone; see ¢ Saviour,” p. 87, “Save,” ‘“Help,” and
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« Home,” p. 76, score 1, “shall.” See also St. Co.
Ex. 189,—Ex. 194, each syllable of “the anguish
of our soul.”

Ex. 262. Mark for expression the following
stanza, first on the supposition that the poet wishes
the mind strongly impressed with the contrast in
the picture, for the sake (for example) of some lesson
he means to draw from it,—and, secondly, suppos-
ing the sentiment to mean nothing mere than a
descriptive meditation :—

In winter, frem the mountain,
The stream, like a torrent, flows,

In summer, the same fountain
Is calm as a child’s repose.

Ex.263. Mark thefollowing—from Gersbach’s
«Little Singing Bird,” translated by Mr. James
Stallybrass :—

oh i
The skylark springs
To yonder elou %igh;
is thanks to God
He flings abroad,
Ana fills the wide blue sky.

O songster rare,
You swing up there—
Creation’s morning bell!
w songs I'll blend
ith yours, and send
Them up to heaven as well.

Ex. 264. Ditto, ditto.

Oh ! never fear
Old Winter’s cheer,
Though rude and sharp hie greeting ;
His coat is rough
His voice is gruff,
But warm his heart is beating.
He wears no smile
And for a while
He'll scem to hide our treasures;
But in the end
He’ll prove a friend
And bring us back Spring pleasures.”

Ex. 285. Ditto, ditto.

‘When 8pring unlocks the frozen ground
And scatters all its treasures round,
How sharp and active then is found,

ol Spade the Gardener!
‘When *mong the feeds hungry Bun,
Oh! whe will ri ore the sun
To scare the rogue and make him run?

Old Master Spade the Gardener!

Suppose the last line in each stanza repeated, what
would be your feeling in the repetition, and how
would you mark it ?
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Ex. 266. Ditto, ditto.
Oh ! there’s not a sweeter pleasure
Than to know a faithful heart.
Ye that own 80 rich a treasure
Never, never with it J
Blest are we, in joy woe,
If but one true heart we know.

Ex. 267. Ditto, ditto.
Your cage is nice and ready ;
Though green boughs, pretty bird,
Are An;a’ your home delightful

Y
Yet spiteful
Is Winter, and he’ll pinch hard.
The eage has long been ready :
‘What says the pretty bird !
I'm still to freedom clinging
And swinging
And winging
My flight o’er the bright green sward!
Ex. 268. DMark this from ¢ Favourite Welsh
Hymns,” by Joseph Morris:—
Far on the ocean, one cold starless night
A small bark was sailing in pitiful plight ;
The boom of the billows, as on rushed the storm,
O’ercame the stout hearts of the men with alarm,
But one in that lone boat was fearless the while,
The captain’s bright boy,~—looking round with a smile;
‘“ The storm,” he said, * threatens, but still do not fear,
‘We safely shall land, for my father doth steer.”
Ex. 269. Mark this, by the Rev. W, B. R.:—

Never forget the dear ones,—
‘What songs, like theirs, so sweet ?
‘What brilliant dance of strangers
Like their small twinkling feet ?
Thy sun-lights on life’s waters,
Thy rainbows on its foam;
Never forget the dear ones
‘Within thy house at home.

Ex. 270. Mark this, from Barry Cornwall :—
Oh! the summer night
Has a smile of light,

And she sits on a sapphire throne ;
‘Whilst the sweet winds load her
With garlands of odour,

From the bud to the rose o’erblown.
But the winter night
Is all cold and white,

And she singeth a song of pain;
Till the wild bee hummeth
And warm spring cometh,

Then she dies in a dream of rain.

Ex. 271. How would you treat the last verse
of “Oh! where and oh! where is your Highland
laddie gone?” 'We once heard it sung all in one
pians. Should question and answer be given alike f

Suppose, and suppose that your Highland lad should die!

The ipies should piay o'er, him and I'd lay me dowpo

and cg;
And ’tis oh! in my heart I wish he may not die.
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Will you take the first line as a simple thought-
less remark of the questiomer, as a solemn fear
seriously entertained, or as a heartless mocking sug-
gestion ? Is the opening of thesecond line the sad
musing of sorrow as it pictures the parting scene ?
Or ig it the earnest voice of a momentary trihmphant
feeling, claiming, even in death, some honour for
the Highland lad? Does the last line imply hope,
or a troubled heart near despair? Mark the verse
according to all these various readings.

Finally, on this subject of expression, let pupils
be always reminded, that, in the preceding exercises,
we have only introduced them to certain gen-
eral principles and instruments of Arr. But, to use
the memorable words of M. Fétis, “ ART W.THOUT
LOVE IS POWERLEsSS. To persuade we must BELIEVE
in what we say. To MOVE WE MUST OURSELVES BE
MoveEDp.” If you want to see how this principle is
forgotten, and how little the highest art can do
without TruTH and Love, go listen to the well-paid
chorus in some first-rate opera-house of England
or France, or to the unbelieving choir and organist
in some of our greatest churches.

Phrasing of Words.—From the commencement
of the course, as at pp. 9, 16, and 30, the attention
of the student has been directed to the proper
division of the meledy into portions, marked by
breathing places. At pp. 69, 70, instructions and
exercises have been given in the art of quickly detect-
ing the natural divisions of musical sections and
phrases, and at p. 98, the principles of « Melodic
Phrasing ”’ are still further developed. But to the
singer a yet more important art is that of dividing
the words so as to give the sense mest clearly and of
making the hearer receive that sense as the singer
feels it. When singers take breath in the middle ef
a werd, or between words which so belong to one
another as properly to make up a compound werd,
they commit an outrage on the poetry they sing.
“Who would do o ?”’ exclaims the irritable reader.
¢ Let him listen attentively,”” says Mr. Wordsworth,
“to the next ten singers and out of the number,
aine shall be caught in what appears an impossible
fault. Intelligent people have swng words thus
punctuated,—

I saw the vir,—tuous man contend
With,—life’s unnumbered,—woes.
And,—he was poor with,—out a friend.
Pressed,~by a thousand foes.”

The singer should form the habit of looking on
words not singly but ¢n groups joined together
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naturally by the semse. In other languages than
our own the little words are absorbed into the
larger ones. Thus, in Latin or in Hebrew nearly
all the “groups’ marked in the verse below could
be expressed by single words. Without studying
deeply the details of grammatical analysis,the musical
student will easily see, by his commen sense, what
words belong to one another. Let not such words be
separated. When the smaller groups—the compound
words—are readily distinguished, the student will
begin to form these again into larger groups. Thus
each line of the following verse may be divided into
two larger groups as well as into three or four
smaller ones. The stronger the retaining power
of the lungs the larger the phrase they can easily
deliver in one breath.

‘With all my powers of heart and tongue
I'll praise my Maker with my song
Angels shall hear the notes I raise
Approve the song and join the praise.

Mr. G. F. Root proposes that a verse, like the
following, should be sung by the class to some
familiar tune :—

‘While shepherds watched their flocks by night,
All seated on the ground,

The angel of the Lord came down,
And glory shone around.

Let the pupils be first required to take breath in
the middle of the werds ‘shepherds,” “seated,’”
“angel,” and “glory.” ¢ All would feel,” he says,
“that taking breath between the syllables of a
word is wrong, and thus one rule weuld be deduced.
Next, the pupils might be asked to take breath
after the words ‘their,’ and ‘by’ in the first line,
and after ‘the’ in the second, &c. It weuld then
be seen that the breath must not be taken after
words that are in close connexion with other words.
Finally, the pupils should sing the verse, taking
breath where the stops occur, and after emphatic
words. That will be found agrecable and expressive,
and thus the rule for correct breathing would be
established.”

The musical and poetical phrases, in ordinary
cases, coincide with each other. But where that
is not the case, the words must rule. In the follow-
ing illustration, from W. A. Wordsworth’s ¢ Trea-
tise on Singing,” the musical phrasing would
suggest, as breathing places, those where the cross
is placed. But such a phrasing would, in two
places, be false to the sense. The other marking ir
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therefore necessary. Sing the passage in both
ways.

XKey A. t X x
{3 Ir =mif -t)d :-.xim :—.dg
It is not that itsl meads aregreen, It
t X
Hf i-.rjn :-.d|r :Hfmjr :— “
is notthat  its|hills are fair.

In a chorus it is a point of special importance
that all should be agreed as to the principal places of
taking breath. It produces a delightful effect of
unity and clear expression thus to make the ¢ phras-
ing’’ unanimous.

Ex. 272. Divide the words of Ex. 191, 144,
140, into smaller groups and mark them after the
manner of the verse above.—¢ With all,” &c.

Ex. 278. Divide into larger groups, and mark
in the same way, the words of * Hope will,” p. 12,
“Come freedom'’s,” p. 13, “Lord in this,” p. 33,
¢ Father my spirit,” p. 34.

Vowels.—The importance of vowel sounds to the
singer has been shown, and the consonants have al-
ready been studied, pp. 69, 60. Whenever a class
growscareless in the utterance of consonants,the “ar-
ticulation exercises’ Nos. 146 to 152 will have to be
revived. This study of the consonants is sufficient
to render intelli{ble the rapid recitations of a
chant, or the quick speech of a comic song, but not
to produce any lengthened tones with clearness and
beauty. It is tothe vowels that we owe the chief
charm of speech in song. Unfortunately also it is
the vowels in which the dialects of the different
parts of the country principally differ. The local
teacher may not always think 1t advisable to fight
against an accepted and well confirmed local habit
of speech. But he should at least know what the
received sounds are, and how to produce them.
Again, those vowels which are commonly short in
speech have often to be sung to a long note, but few
speakers have been accustomed to notico the exact
formation of these vowels, or to sustain them, except
for a passing moment. Now these vowels in Eng-
lish are rarely shortened utterances of the corres-
ponding well known long vowels. They generally
require some parts of the vocal organs to be differ-
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ently arranged. Hence the power of sustaining
them has to be learnt as a new art. So difficult
are they that Kollmann and some other writers on
musical pronunciation, misled by the word short,
and not noticing that these vowels really differ from
others in quality, take for granted that “the short
vowel, cannot be prolonged.” But to hear the
quality of a vowel altered in singing, as for example
steal, sate, cart, fool, substituted for still, set, cat,
full, produces a most disagreable, often painful
effect even on the uncultivated hearer,—whereas a
pure vowel is a pure delight. The following
explanations will help to make the subject clear to
the pupil’s mind.

Mechanism of the Vowels.—Vowels are produced
by giving certain fixed forms to the cavities
between the larynx and the lips. Those cavitics
act as a “resonator” to the toues produced in the
larynx, just as the body of the violin acts as a reson-
ator to the tones generated by its strings. By their
varying shapes they modify the quality, and tend
also to modify the pitch, of the vowels. Not only
are some vowels of a much pleasanter quality than
others, but some vowels aro more easily and clearly
produced at a low or a high pitch than others. As
any fixed shape of the vocal cavities will produce a
new vowel, the number of possible vowels is practi-
cally infinite, and tho number acknowledged in var-
jous languages and dialects, without reckoning
individual peculiarities, is very great. 'We shall of
course confine our attention to the principal Eng-
lish vowels, indicating their commonest dialectic
varieties.

The following diagram is a kind of vowel modu-
lator, tho vowels being for convenience expressed
in glossic letters. The arrangement is according to
natural pitch. If the vowels oo, oa, au, aa, az, e,
are pronounced in & whisper, without any effort to
givo them any particular musical character, and run
up quickly, the rise in pitch will be as perceptible,
and much of the same character, as the rise in pitch
produced by pouring water from a height into a
jug till it is full. The exact relation of vowel
quality to abselute pitch is still under investigation,
but it is believed that when the change of register
docs not interfere, the character of the whispered
vowel system is generally maintained, ee being best
adapted to the higher, and oo to the lower pitches,
and 50 on. ¢
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SCALE OF ENGLISH VOWELS.*
GENERALLY LONO. GENERALLY SHORT.

! EE, in beet.

I, in bit.
2 | AL in bat.
2 E, in bet.
<
s A, in bat.
U, in but.
A4, in baa, bazaar.
AU, in Paul,
) O in pol.
o .
& § 04, as ¢ in pole.
=l
2 [ 00, in pool.
2

UO, as % in pull.

In speaking of the vowels it will be most con-
venient not to call them by their sounds, but by the
usual alphabetic or spelling names of the letters
composing their glossic form: ee will be “double-
e,’ i will be “eye,” ai will be “a-eye,” and so on.
The teacher will thus be able to call for a sound
without first pronouncing it.

The open Italian aa forms the centre of this vowel
scale. Proceeding upwards from ee the middle
of the tongue is raised for each higher vowel. The
lips are open throughout this series. Below aa the
lips are gradually more and more rounded, being
closest for oo or uo. At oo or wo the back of the
tongue is highest, and the tongue is altogether low-
est at aw or 0. The tongue is in precisely the same
position for oz and aa, but for ae the lips are not
rounded, and the larynx is lower.

Just as in studying tune we took the boldest tones
of the modulator first, so in studying the vowels we
commence with those most readily produced by the
singer or most familiar as separate sounds to the
spcaker. The vowels will therefore be studied in
five groups in the following order, first aa; second
au, oa, 00; third ai, ee; fourth «, a, ¢, i; fifth wo, o,
Here the first group stands alone; the second areall
epoken with rounded lips; the third are the less
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sonorous long vowels; the fourth arc all short vowels
with open lips; and the fifth are peculiar vowels
with rounded lip.

Tirsr Grour; AA.

aa—inbaa, papa, father, harp,calf, ass,chance,aunt,
laugh, guard, heart. This sound is formed with the
lips well open, and the teeth considerably separated.
The tongue is depressed, lying almost flat, and quite
free in the lower jaw. Pouting the lips, or clos-
ing the corners, so as partly to cover the teeth.
much injures this, and all the upper vowels. If
the tongue is lowered too much as for au (the lips
not being rounded) a deeper, thicker, lower sound
is formed, the glossic a%, which is much used in
Scotland in place of both ae and ax. A short form
of aa or ak 18 used in the North in place of @, and
in the West a long form of 2 is used for long aa.
All these variations materially injure ¢the guality of
tonein singing. The ak is felt to be uttered in the
throat, the long « is almost a bleat, driving the
sound against the palate. Obtain the pure ez by
keeping a medium position of the tongue, and en-
deavouring to drive the breath against the upper
teeth, but keeping the teeth well opened. A still
finer sound, the glossic @’, is made by keeping the
tongue flat but altogether raising it in the mouth
to the same position as for «, and is heard now in
Paris and very much in London, in place of e (in
ask, grant, pass, path, and such words not containing
#) but its use detracts from the pureness of the
quality of tone.

As this Italian aa has been so much used in pre-
vious exercises, it is not necessary to give new
exercises upon it here, but if from not perceiving
the importance of pure vowels the pupils have becn
allowed to change ac into au, ek, oa, or a, they must
now go through the klang and tuning exercises of
this step over again with exclusive attention to the
vowel ga. If there remains any difficulty in pro-
ducing the Italian aq, let the plan recommended
by Fredrick Wiek, of Dresden, and Madame Seiler
be adopted, of beginning with ¢o, and then chang-
ing the vowel into ae, thus: os-aa. The oo puts the
mouth in a forward position and so prepares it for
the best quality of tone that can be got on aa. Of
course the teacher will be careful not to stop at o«
or aw on the road.

As aa is the central vowel we do not expect any
marked difference to arise from the change in the
pitch. Itstendency however to alter into e in the

*Yor pictorial diagrams, see Teacher’s Manual, p,19%.
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lower part of men’s voices is very noticable. Try
with the class such passages assecond part of St. Co.,
Ex. 78, ms. 11 and 13, Ex. 136, sc. 2, m. 8. Add. Ex.
P-2,8¢ 4m. 3, v. 2, Bass, p. 9, sc. 1, m. 3, Bass. And
it sometimes has a tendenty to alter into « at the top
of the soprano voice. Try such casesas St. Co. Ex.
172, last““Amen’’ 1st part,—and Add. Ex. p. 5, m. 1,
80prano.

Seconp Grour, AU, OA, 00.

au—as in Paul, daub, cause, caught, laud, law,
all, talk, broad, brought, cord, fork, &c. The
tongue is much lower than for aq, the back of it
being as much depressed as possible. The middle
parts of the lips are widely separated, but they are
slightly rounded at the corners. The jaw is de-
presse

As, in the North, deep a4 is used for ax, s0 in the
West a« is substituted for au, as kaard for “ cord.”
Thesound of @o (see Diphthongs p. 143) is frequently
confused with ax by people in the South, who for
“more’’ (properly maor), will say maur, oreven mau !,
and even confuse “court,” (properly kaort) with
“caught.” Somctimes au is used provincially for
aa, and ao or oa for au.

Ex. 274. After striking the tonic chord of Key
G. sing the vowel ax in lengthened tones, first
downwards from G, then upwards from G, and
always piano till the sound is securely struck at all
pitches. The teacher will find it necessary to set a
pattern for his pupils. He should guide them in
the beginning and ending of the tones by means of
the ‘‘manual signs.” The pupils should take
breath before each vowel, and deliver it with that
clearand perfect attack (without breathiness, forco,
or hollowness), that ¢ good tonch,” on which the
quality of tone so much depends. Even on this
almost invariably long vowef the pupils will soon
perceive how difficult it is to hold a vowel position
without change, for even a second of time. They
will feol the constant tendency torelax the rounding
of the lips so changing into a4, to rise into aa, to fall
intooa, or toend witha slight«, representing a final r.
If there is any difficulty in getting a good quality
of tone on this vowel it should be practised on
‘Wiek’s plan described above. The singer will feel
that this, like all other vowels, is more difficult to
produce at certain pitches than at others. At no
moment must his attention be withdrawn from the
Purity of the vowel sound. As high pitched and

ow pitched voices have different difficulties to con-
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tend with in producing vowel sounds with purity
the women's and children’s and the men’s voices
should be practised separately and alternately ; the
alternation will give them rest and opportunity for
gelf-improving criticism. As this is not an exer-
cise in strength of lungs or compass of voice, cer-
tain voices will be allowed to drop out when the
majority of the class has gone beyond their reach.
The tendency to change this vowel in the high
part of the Sopr. voice may be studied in such
cases as Add. %xs. p. 46, sc. 4, “thoughts.”

oa.—as in load, shoal, coat, blow, hoe, globe,
grove, most, folk, though. The tongue lies flat
and free in the lower jaw, in the same position as
for aa. The lips are much more rounded than for
au, a considerable portion about the corners bein
quite closed. But the teeth inside the lips shoulﬁ
be kept well apart, and the lips should not be pursed
or outwardly rounded into the shape of an O, as
either crror much impairs the quality of the tone.
In the South of England there is a tendency to
finish the vowel by closing the lips still more and
raising the back of the tongue, producing a final
00 ; this should be avoided in singing. In many
places the larynx is too much depressed, producing
the broader sound ao, which too closcly resembles
aw: thisis particularly unpleasant to a Southerner.
Care must also be taken not to commence the vowel
with a sound resembling « and then finish with oa ;
this arises from not rounding the lips at tho moment
of striking the vowel ; it is very common and should
be carefully avoided. The Cockney fault of almost
confusing oz with the diphthong o, making “no hoe”
into “now how,” (which is also the practice in
Ireland, when the sound of long o should be heara
before /, a8 in “ cold soul,””) must of course never be
tolerated. We may say thesame of stain and
bain or steen and been, sometimes heard in the far
North for stone and bone.

Ex. 275.—Practise this vowel in key F%,and in
the manner described Ex. 274. Guard against the
tendency towards ak or ax in the lower, and « in
the higher pitches. Study it athigh pitches in St.
Co. Ex. 175, last sc. m. 2, “home,” and Add Exs.

. 41,sc. 4, m. 4, “home.” Seeit at low pitchesin

t. Co. Ex. 136, 2nd verse, last word, 2nd part.
Add. Exs. p. 17, sc. 3, m. 2, bass, and p. 24, sc. 4,
m. 3, bass, “fro.”

Ex.276.—Sing thefollowing wordstolongsounds.
Each pair should be sung to the same tone and the
same breath: bought boat, caught coat, groat
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fix. 277—280.

Grote, abroad road, flawed flowed, sawed sowed,
gnawed node, naught note, sought creosote.

00.— as in fool, cool, whose, lose, you, soup, two,
rheum, wooed, rude, rule, blue. The back of the
tongue is raised nearly into the position required
for %, and quite coaceals the uvula, but the tongue
is thick and not wide, the back part of it lies be-
tween, but does not touch the back teeth, and the
{ip presses gently below the lower gam. The open-
ing of the lips 1s much more contracted than for
oa, but the teeth must be kept wide apart to secure
a good quality of tone. Be careful not to pout the
lips, making a funnel of them, and thus muffling
the tone. Be careful also not to raise the middle,
instead of the dack of the tongue, for if you ap-
proach the ee position with the tongue while the
lips are rounded, you will get one of those French
sounds so common in Scotland (glossic eo, oe or ue,
French ex et or #), and sounding like ai or ¢ to
English ears. Thus, as Mr. Melville Bell observes,
when a Scotchman says ¢ John has gone out to cool
himself,’ an Englishman is apt to hear“to ki//
himself.”” Asthis vowel hasbeen somuch used in the
klang exercises it is not necessary to practise it here
except by way of comparison. Its natural changes
at high pitches may be tested by the sopranos in
such cases as St. Co. Ex, 175, sc. 9, 1st note. See
instructions under uo.

Ex.27'7.—Comparison exercisesas above, Ex. 276
groove grove, coot coat, doom dome, room roam, tool
toll, gloomy gloaming, boon bone, noose nose, stool
stole, whom home, hoop hope, loof loaf, poop pope.

Tumro Grouve, Al, EE.

al.—as in paid, ail, aim, ale, flame, hay, they,
weigh, great, gauge. For this vowel the lips are
wide open; any contraction of the opening spoils
the sound. The teeth are wide apart, the middle
(and not the back) of the tongue is raised. No
part of it presses against the palate, though the
edges lightly touch the back teeth, the tip of the
tongue lies loosely near and slightly higher than
the lower teeth, but must not touch them. There
is a great tendency in the South to raise the middle
of the tongue still higher towards the end of the
sound, thus making it taper into :. Some elocu-
tionists consider that this tapering ai-i gives a soft-
ness and a beauty to thespeech ; others think it may
well be dispensed with. In singing, endeavour to
produce ai without the tapering. In the North the
tapering is not used, but thereis a contrary ten-
dency to broaden the sound into that heard in the
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South only before », as in “air, care, pear, pair,
pare,” which is the long sound of ¢ explained below.
The indefinite article @ is commonly spoken of as
ai, but it has this sound only when emphatic ; other-
wise it is ¢, %, a, &’ or aa, according to the habits
of the speaker, and «, aa. are best adapted for sing-
ing. Notice the tendency of ai to change at low
pitches, while the Basses sing Add. Ex. p. 33, sc. 2,
last note “Face,” and p. 45, sc. 1, last pulse “ rain.”

Ex. 278.—Practise these vowels in Key E and in
the manner of Ex. 274.

Ex. 279.—Sing the following pairs of words on
any tone, each pair to the same breath, and dwelling
on the important syllables : pay-er pair, obey-er
O bear, a stay-er a stair, decay-er care, lay-er
lair, pray-er prayer, array-er rare, Sway-er swear.

ee.—as in meet, meat, mete, me, tea, grief, seize,
quay, people. The middle of the tongue is brought
close to the middle of the palate, against which
and the teeth it is pressed close on each side, leav-
ing a narrow channel at the top for the breath to
pass through. The tip of the tongue is directed
down towards the back of the lower teeth, against
which it is pressed in ordinary speaking, but in
singingitshould be kept free, asit willhave to assume
slightly different positions for different pitches,andas
thetight pressureinjures thequality of the tone. The
teeth must be kept open, but cannot be opened so
widely as for a¢,withoutimpairing the pureness of the
tone. Thelarynx must be as high as possible, but as
this cannot be maintained for low pitches, there is
a constant tendency for this vowel to sink into a
lengthened . Notice this tendency while the
Basses sing St. Co. Ex. 136, 4th verse last word,
Add. Ex. p. 1, m. 3, “speed” and p. 74, m. 3,
“dream.” It can only be sung in great purity at
high pitches, Before r it always falls into ¢, as in
‘‘eqr, mere, prer.”’  Singers must be careful not to let
“Jeap, steal, feel, seen, green,”” sound the same as
¢““lip, still, fill, sin, grin " lengthened. 'When, how-
ever, short or “brief”’ ee does not run on to the fol-
lowing comnsonant, it may be always sung as ¢, if
more convenient.

Ex. 280.—Practise this vowel in Key B and in
the manner described above. Men should guard
against this sound descunding into ¢ (as in still)
only lengthened.

Fourta Grour, U, A, E, L
u.—short, in but, brush; judge, tun, sun, dun,
blood, rough, money. ¥or this vowel the tongueis
almost flat, and altogether higher in the mouth
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than for aa, but itis quite free from all the tecth,
loose and unrestrained, filling nearly the middle of
the hollow of the mouth. Many persons drop the
tongue too deep, which destroys the beauty of this
simple natural soundand gives it a disagreeable
roughness or thickness. Care must be taken not to
round the lipsin the least. Tho teeth must be wide
apart. If the larynx is lowered, as in the low
pitches, the sound naturally approaches aa, but all
approach to oa can be avoided by kecping the lips
open. Notice this vowel at low pitches in the Bass,
St. Co. Ex. 119, m. 8. “ punish,” and Ex. 145, m.
10, joyous thrush.” Add. Ex. p. 47, sc. 4, m. 3,
“ghuts.” Try to sustain it purely although not at
low pitch in Add. Ex. p. 68, scs. 1 and 2, “lovely,”
St. é)o Ex. 98, last word, 1st v. ¢ done,’ and Ex.
99, ms. 6 and 8, “bove” and “love.” The deeper
vowel (glossic wx) is common in North Wales and
mn the Provinces.

As a short vowel it is the commonest of con-
versational sounds and all our unaccented vowels
have a tendency to fall intoit. But notwithstand-
ing this, many writers on elocution condern it as
slovenly and obscure. In the South of XEngland
this vowel is long before R in accented syllables,
the R being generally omitted, as in mirth, earth.
In none of theso should ¢ long (tho modified a¢ of
air) be tolerated. Other examples are in nurse,
purse, murmur, word, world. these a dceper
sound, mado by lowering the back of the tongue
and much heard in the West, should be avoided.
No approach to &a should be allowed. In both
these sets of words thu singer must learn to insert
the r as a very slight rapid trill following the
vowel. In Scotland these sets of words are pro-
nouneed with different short vowels before a tril-
led ».

Ex. 281.—DPractise this vowel in Key D and in
the manner described as above, Ex. 274. In order
to guard against its great tendency to change, let
the pupil think, while he sings, of one of the above
words containing this vowel.

Ex., 282.—Comparison exereise as above. Ton
tone, nuns nones, run roan, pup pope, sup §oap, sun
sewn, rut vote, rum roam, stirring starring, bird
bard, occurred card, deterring tarring, serve salve,
firm farm, gird guard, herd hard, girl garland,
pearl parlance, further farther, serge sarjeant.

Ex. 283.2-Sing on any tone each pair to the
gamo breath : buck book, luck look, cud could,
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tuck took, knuckle nook, rush push, gullet bullet,
pulp pulpit, null pull, hull bull, hulkbulk (« in both)

a.—in tap, pat, pant, sad, mash, flax, plaid,
plait, bade. The whole tongue is greatly higher
than for aa, and the middle of the tongue is more
raised than for #. It is however muchlower than
for ai, and should be quite free of the back teeth,
below which it hangs freely, the tip of the tongue
being slightly higher than the lower teeth, but not
obstructing tho free opening of the mouth. Both
tecth and lips must be wide open. Persons who
mince their words in England pronounee the word
man almost as though it wero men. Mr. Bell
accuses the mincers of saying ¢ the ettidude is
edmirable.” The sound which they really use is
tho open sound of ai (glossic a¢) so much heard in
France, Italy, and Germany, (¢, é,) and frequently
in some English provinces i place of e. Tho
larynx is lower for ¢ than for ee; partly for thia
reason, there is a natural tendency to convert a
into ac at high pitches, which require the larynx
to beraised. Seo e at high pitches in St. Co. Ex.
134, m. 3, v.3, “ happy,” and Ex. 137, m. 7, ¢ man-
fully.” Yoreigners always confuse 2 and ae. It is
heard as a long vowel in the West and in Ireland
in place of aa, and in Ireland it is the name of the
first letter of tho alphabet. In Scotland short ak
(tho decper sound of aa) is constantly substituted
for a, and the teacher should carefully correct any
tendency to say aa for a, except in such words as
“ pass, glass, ask, path, lath, aunt, haunt, gauntlet,
grant, sha'n’t,”” ae is commonly used in these
cases; the use of a is only common in the West and
among the educated classesin tho North. See cases
St. Co. Ex. 133. v. 4, last linc, ¢ everlasting.” Add.
Ex. p. 21, sc. 3, m. 3, “glass.” The unaccented a
in idea, China, against, passable, is generally pro-
nouneed « and may be so sung, but the effect of ¢’
(sec aa,) or aa,ismuch finer in singing and is always
admissible. See Add. Ex. p. 47, sc. 1, “alone,”
and p. 34, sc. 4. m. 4, “around.” Any final trilled
r in such cases must be avoided most sedulously,
especially before a following vowel. In -al, -an,
final, an « sound is generally used in speaking, but
an a sound is admissible in singing. See Add. Ex,
p- 32,sc.4,“universal,” p. 34,sc. 1,human.” Singers
should never sing/,n, without any vowel when there
is the least excuse for their inserting one, as the
quality of their tones is so bad.

Ex. 284.—Practise this vowel in the Key D and
in the manner described above, Ex. 274.

* This exercisc should be introduced later, as 2005,
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Ex. 285—289.

Iix. 285.—Comparison exercises as abovo: pat
pate, pad paid, bat bate, back bake, ban bane, tap
tape, tack take, dally dale, cap cape, can cane, gap
gape, fat fate, fan fain, sat sate, sham shame, lack
lake, mat mate, nap nape.

e.—short, in threat, dead, health, friend, said,
neifer, leopard, any, many; long, before » and ta-
pering into w, in there, where, ere, e'er, stair,
stare, pear, bear, bare. The tongue is precisely
i the same position as for ai, but the larynx
s lowcred. Hence in high pitches ¢ has a ten-
dency to become a/, or else the tongue is lowered
mto the position of a, and e is substituted. See
st Co. Ex. 183, v. 4, “commend,”’ Ex. 171, m. 4,
“ Amen,” Ex. 144, v, 4, “where,” Ex. 145, m. 3.
v. 3, “ ere.”” The sound of ae is so commonly used
for ¢ in Scotland (where ¢ is reserved for our 7, the
Scotch pin being sounded like our pen) and in the
provinces, and even by many Southern speakers,
that the use of ae for ¢ need not be corrected, but
earé must be taken to avoid a for e, as is some-
times heard in Scotland. When ¢ is written brief
in unaccented syllables either ¢ or ¢ may be spoken
but ¢ is generally the best for the singer. Sce St.
Co. BEx. 137, last note. The singer must be very
carcful not to prolong such'words as “kept, set,
met, wed, ell, Ben,” into ¢ caped, sate, mate, wade,
ail, bane, &c., and hence must practise the prolon-
gation of this vowel sound.

Ex. 286.—Practise this vowel in Key D. in the
wmanner described above.

Ex. 287.—Comparison excrcises as above: pect
pate pat, bet bate bat, tell tale tallow, dell dale
dally, kennel cane can, get gate gat, fell fail fal-
low, sell sale Sall, shell shale shall, let late lattice,
met mate mat, neck snake knack.

i.—as in hip, pit, bid, cliff, his, gild, lynx. The
tongue and lips are preciscly in the same position
as for ee, but the larynx is lowercd, so that the
voice naturally sinks from ez to ¢ in lowering pitch
and great care is required to sing both ¢e and ¢ to
the same pitch. The vowel ¢ is very characteristic
of English, and although it does not occur as a
recognised long sound, it has to be constantly pro-
longed in singing. All meaning is lost if ¢lip, sit,
grit, bid, hid, sick, sin,”” are prolonged into “leap,
seat, greet, bead, heed, seek, scene.”” Such words
as * happy, vanity, unity,” have constantly a
long tene to their last syllables, which must never
be called ¢e. See prolonged 7 in St. Co. Ex. 116,
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se. 2, “kill,” Ex. 139, m, 2, “little,” Ex. 140, v.
3, « fill,” Ex. 174, m. 12, “hill,” Add. Ex. p. 30,
sc. 3, “village.” The great fault of English speak-
ersis to use ¢ long for e, and of foreigners to use
eeshort for 7. Before 7, ¢ long is always used for
¢e long, and after » many speakers find the pure ¢
difficult. Most bass voices take i for ee. In the
Comparison exercises prolong the final y as in baby,
ete, singing it to a note as long as that for the fol-
lowing e or ee, etc.

Ex. 288.—Dractisc this vowel in Key E in the
manner described above.

Ex. 289.—Comparison exercises as above: let
haby be, a palfry free, with ugly glee, a tiny knee,
the glassy sea, make worthy thee, a wintry tree,
thy enemy me, a flashy she, best city tea, they
chicfly flee, cried gruffly flee, the lucky key, fit
feet, sit seat, mill mcal, knit neat, whip weep.

Firra Grovur, UO, O.

uo.—asin full, wool, could, book and foot. The
tongue, teeth and lips are in precisely the same po-
sition as for oo, but the larynx is lower. Most
elocutionists consider «o to be the same as o0 short,
but the Scotch pronounce “ book, look, cook,” with
a real oo short, and the effect is so different from
the English, that they are wrongly supposed to say
00 long. Compare Yorkshiro déok, with oo long;
Scotch dook, with oo short, and Southern diok, with
uo short. Also compare English péol, French pool,
written “poule,” and English pdol, written “pull.’”
The distinction between oo and wo is precisely the
same as between ee and ¢ af and ¢, e and 0. DBut
a good imitation of o (not of o) can be made with
widely opened lips, and sung at any high pitch on
the scale, where oo cannot be touched. This sound
is therefore valuable to singers. It is a common.
fault to say rziom, sion, and even fiod, with uo short,
in place of rdom, séon, féod, with oo long. But
when ¢ pull, full, could, would "’ are prolonged, the
singer should never say ¢ pool, fool, cooed, wooed.”*
The words “wool, woman, would,” present great
difficulties to Scotch and Welsh, and even many
English spealers. 'The pure wwo should be heard
in each. In the provinces » and uo are constantly
interchanged, so that “bull” is pronounced ¢“bul” in-
stead of “buol,” and “foot’” is pronounced “fut” in-
stead of “fuot.” Observe that «oand not » should be
heard in bull, full, pull, (and their derivatives, bul-
lace, bullet, bulwark, bullion, fuller, fullage, fullers,
Fulham,pulpit,pullet, butcher,cushion,cushat,sugar,
cuckoo, huzzar, huzzay! hurrah! push, bush, to put.
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The game of put has u.
pronounced both ways.
short have « not wo.
% ; in soot both » and o are heard.

Ex. 290.—Comparison exercises, as above : pool
pull, fool full, cooed could, wooed would, shooed
should, food good, who'd hood, shoot put, goose
puss. Ex. 290—see ahove, Ex. 283.

o.—as in nod, pond, stock, odd and dog. The
tongue, teeth and lips are precisely in the same po-
sition as for eu, but the larynx is lower. Hence
thissound has often been thought to be the same as
au short, and most elocutionists put it down as such
But if any singer inadvertently prolonged the name
of God into gaud, he would feel ashamed of the ir-
reverence. The following exercise will shew how
the sense may be utterly destroyed by not attend-
ing to this distinction. The differcnce between an
and o, is of precisely the same nature as that be-
tween ee and ¢, a: and ¢, 0c0oand wo, Letthe student
prolong odd, he will find it distinct from awed.
Next let him shorten awed as much as possible,
and he will not get odd. Foreigners usually say a0
short in place of o, which is a peculiarly English
vowel. The accented syllable or when no vowel
follows is nearly always aur’; the au is long and
ther'should beslightly trilled for distinetness, thongh
it is frequently altogether omitted. The words
“ soft, often, office, broth, groat, gone, cross,” and
sometimes “dog, long,” especially in America, are
pronounced with ax, but either o long, or o long
are preferable, and ¢ short is much used, and is
indispensable in ¢ dog, long.” See prolonged o in
St. Co. Ex. 68, m. 2, “song,” Add. Ex. p. 1, m. 3,
“God,"” p. 4, 5¢c. 3,m. 2,“spot,” p. 14,8c¢. 4,m. 2,*on.”

Ex. 291.—Comparison exercises as above: odd
awed, pod pawd, sod sawed, holiday haul, Moll
maul, stock stalk, yon yawn, nod gnawed, fond
fawned, God gaud, pollard pall, rot wrought, hock-
ey hawk, solid salt, totter taught.

Ex. 202.—Error exercises on the vowels. The
teacher sings on G the wrong pronunciation, and
the pupils immediately (on the same tone, and pro-
longing the syllables) sing the correct pronunci-
ation of that word, and of the other words like it.
“aitone” atone, adore, among, alone, amaze, alarm,
awake, above, about, amidst. ¢ Desvert,” divert,
digress, direct, divulge, engine. ‘“Testimoany,”
migratory, patrimony, dilatory, and matrimeny.
“Cnmmand,” command,complete, comply,commend,
correct,and corrupt. “Goodniss,” goodness,endless,
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The word fulsome is |

In blood flocd, oo is sounded |

| salem.

matchless, boundless, anthem, forget, yes and in-
stead. ‘“Evidunce,” evidence, silence, prudence,
ardent, excellent, providence, influence, content-
ment, judgment. “Regelar,” rogular, educate,
singular, articulate, perpendicular, particular.
“ Fee-aar,” fear, near, their, more. * 4i house,”
ahouse, a mile, a town. “Thee bee,” thu bee, thn
house, thu mile, thu town. ¢“Thu evening,” thee
evening, thee upper, thee open, thee apple, thee au-
tumn. “ Aimen,” aamen. *Jeroosailum,” Jerco-
“ A nice house,” an ice house. “ A nox,”
¢ This sour,” this hour. ¢ Qur roan,”
our own. “This sage,”” this age. “ On neither
side,” oun cither side. ¢ Bear u sonward,” bear us
onward. ¢ Tai kit,” takeit. *‘Ree din,” read in.
“Glory yand honour,” glory and honour. “The
glory, ooand the power,” the glory and.

Note that in the solemn style of music, the word
“my"” is pronounced fully, but in the familiar
style, as it is in the last syllable of ¢ clammy,”
“mummy,” “ Tommy,” —that the termination “ed"
is in sacred music sung as a separate syllable,—
that the word ¢ wind "’ is sometimes in poetry pro-
nounced weind,—that the word *“ heaven ' is somne-
times pronounced as one syllable, and sometimes as
two, and that when prorounced in two syllables,
the second should be very lightly dwelt upon.

Diphthongs.—There are four principal diph-
thongs in the English language; e: as in height, of
as in foil, o« as in foul, and e« as in feud. Tt will
be convenient to treat along with the Diphthongs
the vowel ao, as in pore, because although it is not
a diphthong it is used in English only as the first
element of one. A diphthon% is not merely two
vowels put close together. The word ¢ cawing
might be re(})cated ever 8o quickly without its two
vowels producing the sound of o¢ as in “coin.™
The two vowels must be cemented and bound to-
gether by the Glide already explained, ? 61.
Thus in the phrase ¢ papa is a Tonic Sol-faist,"
we have two cases of vowels put close together.
The second vowel in each case has a clear separate
“attack.” If we allowed the voice to continue
while the organs are passing from one vowel po-
sition to another, we should make these deuble
vowels into diphthongs, thus, ¢ papeiz a Tonie Sol-
feist.” Let it be noticed that the common letters ¢
and », as usually pronounced, are really diphthongs
though single letters, and that the sounds aw, e, etc.,
are simple vowels although they have two letters,and
are henco properly distinguished as Digraphs. One

an ox.

Ex, 290—2. <
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Ex. 293—6.

ot the vowels which form a Diphthong is much
shorter than the other. In a Diphthong, the Glide
which is the characteristic part should always be
longer than the shorter of the two vowels, and one
of the two vowels should be formed by a closer ap-
proach of the lips or of the tongue and palate to
each other. It isimportant to nbtice that the ac-
cent is gencrally laid on that vowel which has the
widest opening.

ei.—as in I, eye, isle, buy, tie. This diphthong
is very variously pronounced in speaking. The
gecond element is always the same, 7, not the foreign
sounding ee. The first element, although it has
the principal stress, is extremely short and diffi-
cult to catch, but is generally %, &’ (not «) or aa.
The stress suggests to the singer that the first vow-
el should be dwelt upon, but its indefiniteness, as
spoken, leaves him to chose his own vowel, and he
selects the beautiful sz. The Glide between 2z and
¢ should be very marked. When e/ has to be sus-
tained, insinging, prolong the pure @a sound, and
finish rapidly, clearly and distinctly with the glide
and . See St. Co. Ex. 65, sc. 2, Ex 116, last word.

Ex. 293. Sing the following pairs of words on
any tone, bei~g careful not to raise the pitch on the
final sounds. Sing the first word of each pair as
short, and the second as long as possible. Pie pipe,
buy bribe, tie tight, die died, fie fife, thy scythe,
sigh size, sly slice, my mine, nigh nine.

oi in boil, boy, buoy, buoyed, toy, toyed, quoit, coin,
joy. The proper first element of this diphthongis o,
not au, and those who have learnt to prolong o will
find a great refinement from its use, but others may
use au. Even in speaking, the first element is some-
what prolonged ; much more 8o in singing. Avoid
the vulgarity of singing o7 as /. See cases in St.
Co. Ex. 134, 174. 'When of occurs before a vowel
as in “toying,” sing of distinctly and commence the
next syllable with y thus toi-ying.

Ex. 294. Sing on any tone or group of tones
the following words. Anoint, ointment, oil, boil,
broil, coil, foil, foist, froise, groin, hoisc, hoist, join,
joint, joist, loin, moil, point, poise, poison, soil, spoil ;
destroy, decoy, loyal, royal, voyage.

ou as in thou, how, now, cow, out, down, town,
plough, round, house. This diphthong resembles
¢t in character. The first element is the same asin
ei, and is always short in speech, having the stress.
The second clement is always wo, and may be
lengthened in speech. Do not use the foreign oo for
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wo. Insingingselect aa asthefirstelement,and when
the diphthong has to be sustained, prolong the pure
aa (taking great care not to round the lips before
the glide), and finish rapidly, clearly, and distinctly
with the glide and wo. Be careful not to lower the
pitch in finishing off with wo. The rule of making
aa always the first element will prevent all sorts of
vulgarities and provincialisms.” See cases in St. Co.
Ex. 80, 134.

Ex. 295. Sing as in Ex. 267, descending on e
and ascending on ox: how hound, now noun, cow
cowed, about out, found out, round about, round
sound, thou doubt’st, cow house.

eu in pew, imbue, tune, dew, cue, few, view.
This diphthong is always preceded by a consonant.
In wnite, union, use, &c., a y is always prefixed in
speech. The first element is ¢+ which is always
short and wit/hout stress. The second element is oo
and in’accented syllables, is long, having the stress,
but in unaccented syllables, as document, may be
short. The glide from ¢ to oo i8 very short, but
longer than the ¢ which is just touched. To make
the first element long, as ee with the stress, in ¢ree-
00 Seg-00-zun for “true Susan,” isa great vulgariem,
especially offensive in singing. This diphthong
always becomes oo after »’, as rue, imbrue, crew,
etc., but not after /, #, 5, z. In singing, dwell on
the second element. See cases St. Co. Ex. 1485,
score 2, Ex. 174, score 9. Be careful not to change
tand 4 into ¢k and ; before ew, and not to pro-
nounce - ture, - dure, - as in nature, verdure, either
as - chur, - jur, or as -tur, - dur, but keep the ¢, d
and the diphthong e« quite pure in singing, what-
ever may be your practice in speaking.

Ex. 296. Sing as above: lieu, lute, illumine,
new, news, nuisance, newt; sue, consume, resume,
pew, tune, dew, cue, few, view.

a¢ as in roar, tore, ore, more, four, is never used
in received English except before 7, forming part
of a diphthong, and is hence placed here. But it
is a pure vowel in itself. The tongue, teeth and
lips are precisely in the same position as for oa ; but
the larynx is more depressed and hence the pitch is
naturally deeper. It maybeobtained by pronouncing
oa and thinking of aa. {f the student will sing za to
a very prolonged tone, and first round his lips and
then open them successively, without interrupting
the tone or in any way changing the position of his
other organs, he will pronounce aa, ao, aa, ae,
alternately, and gain much knowledge of the effeot
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on vowet quality produced by rounding the lips.
When clearly produced, ao is a very beautiful
vowel, much finér than either au or oa. It is very
common in the provinces in place of og, it is the
true Welsh o long, it is the Italian open o, and is in
general use on the continent. It may be used to
replace oa in low pitches, but never when pure oz
caie bo produced. It always replaces oa before 7,
and is sometimes used in place of o or ex in such
words as “soft, often, office, broth, gone, cross.”
It will require somo practice for the pupil to hold
the fixed position of this vowel. The learner will
be assisted by remembering somo familiar word in
which it occurs. It is important to distinguish
such words as mow-¢r, one who mows, from more, as
in the Comparison cxercises; the first words have
oz _and two syllables; the second ao and only ono
syllable.

Ex. 207. Practiso this vowel in tho key of FZ
in the manner described above.

Ex. 298. Comparison excrcises as above: blore
blower, ore ower, tore tow-er (one who tows), gore
woer, roar rower, hoar hoer, shore shewer, lore
lower, sore sower, more mower, store stower.

Other Diphthongs such as ai-i in day, oz-uo in
known, i-u in beer, ¢-u in bear (sce Ex. 279), ao-u
in boar (with the above vowel ao in place of oa),
no-% in' boor, need not be separatcly practised.
‘I'ho singer should in tho four last cascs always
trill the r even when final, at lcast slightly.
And when r comes between two vowels as in weary,
Alary, glory, he should be careful never to omit the
glide to #; 1wee-r'iis Scotch, Mai-+'i is very vulgar,
and gloa-r1 is old fashioned.

The South of England custom of ending #¢ with
# vanishing ¢ and oz with vanishing wo, rather
spoils the vocal effect. Hence it is best to practise
avoiding it in singing.

Special Forms of vocal musie.* Of the various
forms of vocal music adapted to speeial purposes,
the simplest is,—

The Response.~This may be omly the word
“ Amen,” on one tone and in unison, or the samo
harmonized, or it may be a more lengthened sen-
tence like the responses after the commandments.
In any case, if a response is intended to be really
sung by the w/ole mass of a congregation it must
be as simple and natural as tho “ Gregorian tones,”
and must have a pitch and rango casy to all kinds
of voices. A humble full-voiced unisonous
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& AIIPOD * cannot be got at a higher pitch than I3
or F.

The Chant.—The practice of reciting a verseof a
Psalm on one tone and ending each recitation with
a natural cadence was older than Giregory or even
Ambrose, It is the “form’ of every excited
speaker. Its essentials aro a reciting-tone and a
cadence. The length of the reciting-tone depends
on the length of the words. The cadence may bo
of one, two, three or more toncs. The regular
form of the Anglican Chant (a reciting-tone with a
two-measure cadence, followed by another with a
three-measure cadence), p. 33, originated in
England at the timo of the Reformation. It has
as much varicty and beauty as can be desired in so
clemental a form, but tho reciting-tone is often
placed too high or too low for the common voices
of the people and the cadence is often made too
wide in its intervals to be smoothly sung,—thus
unfitting it for its proper use. Instruclions in
chanting are given, pp. 36, 27, 59, 63, 47, 82, 93.

Hymn Tunes.—Thero were metrical hymns, as
distinguished from prose chants, in the earliest ages
of the christian church, and although “time ”’ and
“measure”’ were not then written in music the
tunes for these hymns were necessarily sung with
the accents and measure of tho hymns. At the
time of the Rcformation many of the old Latin
hymn-tunes wero revived, and others made. The
attempt to sing them with large masses of voices,
in sim‘i)lo people’s harmony, encouraged musicians
to study the progression of plain sustained chords,
and so helped to form modern harmony. It is still
this march of plain chords which is the glory of
tho hymn-tunc. The introduction of chromatic
resolution—of unprepared discords other than those
which (like 7S, 7T, 75¢}f, and 7SE) are familiar to
the common ear—of difficult transitions and modu-
lations like those in the Tonic-minor,—of the sharp
sixth of the minor bah, except when moving from
and to the scventh se,—~of extreme compass for the
“ parts,”—and of difficultics in time—is ruinous to
the congregational character of a psalm or hymn-
tune. Let not the precentor be misled by the great
names of composcr, or harmonist attached to such
tunes. Very few great composers ever taught a
psalmody class or took the trouble to make them-
selves acquainted with tho capacities and incapac-
ities of the common pecople’s voice. We have
many hymn-tunes for the Organ and many for the
Choir, but only a few for the People.

® ¢ Musieal Theory,” Book ITL., treats this subjeet more fully,
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The speed at which a hymn-tune is sung affects
its harmonic character —its rhythmical impression—
and its adaptation to the emotion of the hymn.
When a tune—bcfore sung at moderate speed—is
sung very quickly, every fwo pulses (in two and
four-pulse measures) or every three-pulses (in three
and six-pulse mecasures) become practically to the
car, one-pulse, and the harmeny should be altered
accordingly ;—the chords being made to change less
frequently, and many “passing tones” allowed.
Thus if ¢Jacksen’s,” p. 2, were meant to be sung
rapidly, as a Za, l, la tune, the chords would have to
be changed once in a measure (as they do in dances or
quick marches) instead of twice;—and if the
“ Waits,” p. 8, were altered, by exceedingly slow
singing, into & mournful hymn-tune, the chords
should be made to change twice or three times as
frequently as now—so as to suit the slow and sel-
emn tread of the music. To sing at great speed
a tune harmonized for slow singing, and changing
its ehords at every pulse, produces a heavy jogging
effect. To sing slowly s tune harmonized for speed,
produces a drawling effect. The precentor must
look te his harmenies.

The meore rapidly a tune is sung the more marked
is the rhythm, and the greater necessity for Rhyth-
mical Balance and propertion between the lines.
The pepular ear demands this balance. Witnessits
delight in dance-tunes and marches. If the tune
books do not make the linesof equal length, it will
be easy for the Precenter or Organist to do so, be-
cause *““balance of rhythm’ comes naturally to the
people.

In selecting a tune for a hymn, the Precentor
will have to consider what is the general sentiment
of the hymn. He will find it convenient to clas-
sify hymns as first, the bold and spirited, second
those expressive of cheerful emotion, third those
which are didactic and varied in character, and
fourth those which are solemn and prayerful. To
the first class of hymns, tunes in two or four-pulse
measure, moving somewhat quickly, and having
doh, me, and sok placed in effective positions in the
melody, are well adapted. Tunes of this character
when sung very slowly and firmly, change their
effect into the grandly solemn. To the sccond
class of hymns, tunes in three or fonr-pulse measure
having e, ray, fahand lak placedin the mestetfective
pesitions,are well adapted. These cheerfultunes can
be changed by slow and firm singing, not inte grand
tunes,but into prayerfully solemn tunes,of the fourth
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class. To the third class of hymns, tunes must be
adapted which give no special effectiveness in their
nielody cither to the strong or to the leaning tones of
thescale. These non-emotional tunes have generally
a step-wise melody, and they cannet be much al-
tered in mental effect by speed of movement.

Different speeds are used for the same tuue in
different places, but the natural force of habit pre-
vents any great change of speed in the same tune
at the same place. To some éxtent however change
of sentiment from verse to verse may be indicated
by change of speed. If the cengregatien are ac-
customed to the ways of their precentor, a bold
tone er two frem his veice will rouse them into
spirited expressions as by electric sympathy ; and
a pause after a verse will easily suggest that the
precentor desires the next verse to be sung softly
and more slowly. This art of adapting music well
te the words is a grcat secret of spiritualsuccess in
the precentor’s office.

Anthems differ from hymn tunes in giving mu-
sical expression to particular werds rather than to
the general sentiment of a hymn of many verses.
Sec “Hear me when I call” p. 17, and “ O Saviour”
p. 85. Tho anthemis free to introduce repetitions
ef music and werds, thesilencing of parts, and fu-
gal imitations, which are inadmissible in a hymn of
many verses. Although these contrivances are es-
sentially characteristic of an Anthem, they must
be carefully used in one which is intended to be
sung by a whole congregatien. It will be well not
to leave the tenors or contraltos, whe are often
weak in a congregation, to take the lead in g fugal
passage, and it is unwise to attempt a fugal entry
on a half-pulse, or tointreduce any other perplexity
of the time. Z%e Motet is the ancient form of
theanthem. Anthems often consist of various dis-
tinct mevements, with changes of key and measure
and speed,—one movement being sec contrived as
to set off by centrast the other movements. Cathe-
dral anthems are written for cheirs which are seated
in two divisiens, one on the Dean’s side (that is on
the right hand as you enter from the nave) called
Decani; and the other opposite on the Precenter’s
side called Cantoris. Some parts of the anthems
are sung by the full choir (marked ¢ Full”’), and
other parts antiphonally, that is alternately by the
two halves of the cheir. Portions marked “verse’”
are to be sung by one veice to each part. These
anthems also include soles, duets, &e., and bold re-
citations in unison, which are called choral recitu.
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tives. Anthems are gemnerally intended to be sung
with organ accompaniment, though many of the
full anthems may be well performed without it.

The Madrigal is the oldest form of secular vocal
music in parts. It partakes of the old style of har-
mony, abounding in fugal entry and imitation.
No one part predominates over the others, but each
takes its turn in specially claiming the ear of the
listener. Any number of voices may join in a
madrigal. The same style of music was used in
the old anthems, of which “Bon accord,” p. 11,is a
short example. Some quaint point of sentiment at
the close often characterizes the madrigal. There
is no good example of a madrigalin the Additional
Exercises. * The time for joy” p. 15, isthe near-
est. See however examples in the Tonic Sol-fa
Reporter—¢In going to 1ny lonesome bed" No. 68,
“The Silver Swan’' No. 274, and “Flora gave me"
No.287. Many pieces are called madrigals whichare
only harmonized airs, such as « My lady " p. 21.
A light form of the madrizal is the Ballet, which
was sung chicfly to ¢ fal-1a,”’ as an accompaniment
to dancing. Instrumental accompaniment is out
of place in this class of music.

The Glee is a musical form of English birth. It
is meant for single voices, and therefore gives each
an opportunity of display, and develops every nicety
of time and tune. Itiscommonly extended,like the
anthem, into soveral distinct movements, one reliey-
ing, by its variety of style, the general effect of the
others. Sce “Swiftly ”’ p. 29, ¢ Come let us all”’

. 24, “ The Spring ” p. 60, “ Awake” p. 62, “The
Stout limb'd oak” p. 77, and * Ye spotted snakes
p- 81.  These glees will bear a number of voices on
each part, though great care should be taken to
secure unity and delicacy. But many glees con-
tain too minute divisions of time for this. Instru-
mental accompaniment was never intended for such
glees and would defeat their object in displaying the
voices. But accompanied glees have been written
by Sir Henry Bishop and others, in which the in-
struments play special parts and produce special
effects.

The Part Song differs from the glee as the Hymn
tune differs from the Anthem. The Part Song
and Hymn-Tune repeat the same music to several
verses, which the Glee and Anthem never do. The
Part Song is claimed as of German birth. It is
intended to bear many voices on each part. It
differs from the madrigal in not admitting so much
of the fugal style, in depending more npon modern
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choral eftects, and in permitting the upper part
generally to predominate. Specimens of the (ier-
man part songs are to be found on pp. 1. 3, 4. 3,
13, 14, etc. The Part Song as naturalized in
England, is to be secn in * Sunshine after rain’ p.
44, and “ Harvest Home " p. 39. The greatest
refinement of this style is to be found in the com-
positions of Mendelssohn (pp. 71 and 79) and
Henry Smart (pp. 45 and 88). The Harmonized
Air is practically a part song, but from the nature
of its origin a greater comparative interest attachee
to the melody. See the examples on p. 12 and pp.
57 and 65. The plainer part songs, like those first
named, would bear accompaniment, but are better
without it; such part-songs as those of Mendeclssohn
and Smart with their fine development of voice
and expression, would be injured by it.

Oratorio Choruses are meant to be sung by large
masses of voice, and to receive full band accompa-
niment, though the harmonies are generally com-
plete without it. See ¢ Hallelujah’’ p. 26, “ How
lovely” p. 58, and ¢ Theme Sublime”’ p. 66.

Operatic Choruses are generally of a light style
requiring accompaniment, but not a great mass of
voices. Sce examples in the Toric Sol-1a Reporter,
“Market Chorus,’”” No.487 and“Carnovale,” No.142.

A Canon is a fugal imitation in which the music
of the leading part is imitated through its whole
lengthin tho other parts. A fine example is “Thou
shalt shew me’’ p, 7. It has four voices engaged
on two subjects and is called a Canon “four in
two.” The leading subjeet is announced by the so-
prano, and continued to the first note of the second
score of p. 8, after which it is repeated as far as its
first cadence. This leading subject is again taken
up by the tenor, but not till after six measures, and
is carried on to the end, the tenor having time only
just to commence its repetition. Meanwhile the
counter subject has been announced by the contralto
in the third measure. This is carried on to the end
of the first measure of the second score, p. 8, the
contralto having time to repeat nearly half of it.
This counter subject is imitated by the bass, also
after six measures. The bass has no time for repe
tition. The Counter Subject in this case closely
resembles the leading subject itself, and may be
called a “fugal imitation " of it. A HKoundis a
canon with one subject, and in one * part’* which
is taken up successively by the different voices.
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A Puyue does uut require its subjects to be imi-
tated exactly as in a Canon, or through their whole
length. DBut it is a more lengthened piece and is
more varied in the trcatment of its subjects. It
allows the parts which are not engaged upon the
subject to sing beautiful phrases, as Accompani-
ments, which should be delivered in a subdued
manner., It also permits short interludes or dis-
tinct Episodes, and various kinds of Closes, in
which the Subject does not necessarily play any
part.

Te esentials of a Fugue are—that there shall be
a Subject and a Respense, carried through the
various parts of which the music consists, and that
this Subject shall be the main point of interest in
the whole movement. Some make a counter sub-
ject essential to the Fugue. Otherssay that there
is no Fugue without a Stretto(see p. 105), and others
again require for their true Fugue an Organ-peint or
Pedal. But thestrict definitions are practically in-
convenient. It is difficult to exclude from the ca-
tegory of Fugues any piece or movement the whole
frame work of which is evidently built on some
one Subject and Response. According however
to our own definition, ¢ Hallelujah, Amen,” p. 26 i3
not a Fugue; for though it has a Subject in the
first two measures which is simply repeated in the
next two, and has a proper Response starting from
a fifth above in the Seprano, and although the same
subject is again announced in the Bass of sc. 4,and
has again a Response a fifth above in the Tenor,
and once more re-appears at the bottom of p. 27, yet
the Subject is not carried through the parts in turn,
and it is not made the principal point of interest
in the greater part of the Chorus. Such pieces
may be called Fugal passages or movements, but
not Fugues. Twosmaller passages of the samekind
arein “ Bon Accord” p. 11, and “ Hear me” p. 19.

The Subject is a Phrase (seldom extending to a
Section) of melody, which is imitated (more or
less perfectly) in its rhythm or melodial waving or
beth in the after parts of the Fugue. It is of such
sharacter as can be easily recognised by the ear
when it re-appears in different parts and in different
keys. In the more complete Fugues it is imitated
by the several parts successively, and that several
times over in different ways. Each time of its
being ¢ carried through * the parts is called a new
“ Unfolding ” of the Subject.
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The Response or Answer is an exact or nearly
exact Imitation of the Subject. It generally com-
mences, the first time it is made, on the fifth above or
the fourth below, or in the octave. Afterwards it
may commence on the same tone as the Subject or on
the 1st, 2nd, 3rd, &c., either above or below. It
may be by contrary or similar motion. It may be
in equallength of tones, or expanded or contracted.
It may also be with contrary accents (per arsin ¢
thesin), the Subject and Response beginning one on
the weak and the other on the strong pulse.

The Counter Subject is really an Accompaniment
to the Subject or to the Response or to both. There
is often however no distinct Counter-subject, but
the Accompaniment varies. On the other hand
there are sometimes several Counter-subjects in
different parts. A good illustration of the Counter-
subject is in the first movement of ¢ Theme sub-
lime,” p. 66. The Subject (of three and a half
measures) is announced in the Contralto, with a
Counter-subject in the Soprano. The Respense is
immediately given an octave below by the Bass,
with the same Counter-subject above it in the Tenor,
Next the Subject appears 1n the Soprano, se. 2, with
the Counter-subject below it in the Contralto. The
two are inverted. Then comes the Subject in the
Bass again altered in its first interval, with the
Counter-subject in the Tenor. And lastly the al-
tered Subject comesin the Sopranc again with the
Counter-subject under it in the Centralto. This is
not quite a perfect * carrying” of the Subject
“through” all the parts, and several other elements
of Fugue are wanting ; but as, with the exception
of a little play of the Accompaniment and a ca-
dence, there is nothing else in the movement but
Subject, Counter-subject and Response, we prefer
to call this a Fugue.

The Stretto.—The Response generally commences
the firsttime itismade, after theSubjectiscompleted,
but it often commences with the last pulso of the
Subject and sometimes earlier. In the latter parts
of a Fugue it greatly adds to the excitement and
beauty of the music when the Response appears in
one part before the Subject has come to a close in
the other. This drawing closer of the answer to
the beginning of the Subject is called Stretto.
Sometimes there is more than one Stre.to, the Res-
ponse coming each time closer to the beginning of
the Subject.
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Organ Point or Pedal,—Complete Fugues, after
employing a vast variety of contrivances for shewing
off in various lights their Subjectsand Counter-sub-
Jjects, often conclude with a long holding tone, com-
monly in the Bass, called an Organ Point, which
floods with its grand sound tho last parting phrases
of their various themes. There is such an Organ
Point in the close of *“ How lovely " p. 61, but it
is placed in the instrumental part.

No Complete Fugue i3 to be found in Additional
Iixercises, but there are interesting illustrations of
the less regular forms which should be carcfully
studied, each student being ablo to answer ques-
tions upon them. In the sccond movement of
** Theme Sublime” p. 87, the Subject is ¢ carried
through ’ all the parts twice, first in the order,—
Bass, Tenor, Soprano, Contralto ; then in the order,
—Soprano, Bass, Tenor, Contralto. It then occurs
again, p. 68, sc. 1, m. 6, in the Bassand isanswered
in the Soprano.

In the third inovement p. 69, sc. 1, m. 7, a Sub-
ject (of six and a half measures) is announced in
the Contralto. The Response comes (with a Stretto
of one pulsc) in tho Soprano sc. 3. It is taken up
again (with a Stretto of ono pulse) in the Tenor,
se, 4, but here the close is altered to accommodate
the Bass which wishes to enter at the fifth instead
of the seventh measure, After being thus * carried
through * once, the subject re-appears slightly al-
tered in the Soprano at the end of sc. §, with tho
samo Stretto which the Bass secured. Then fol-
lows a digression or episode of sixteen measures,
containing the first four tones of Subject and Res-
ponse fugally treated in Tenor, Contralto and So-
prano. At the bottom of p. 70, tho contracted
Subject re-appears in tho Contralto, and is again
* carried through  the Bass, Soprano and Tenor,
but with ever shortening proportions,—the closo of
its melody being broken off to make way for the
cadenco

In “How lovely ” p. 58, a Subject of eight mea-
sures commences in the Contralto, and after a full
measure’sinterval the Bass takesup the Response an
octave below. After a measure of interlude there
enters p. 58, last score, an Episode of ten measures
containing imitative passages, and passing into the
first sharp key. Then p. 59, end of sc. 2, the Sub-
ject re-appears in the Tenor, but only the first half
of it. Before this is concluded the Soprano takes
up the Subject for the same length, but omitting
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the middle part gives only the first and last portions.
With a very close Stretto (after only ono measure)
tho Tenor again introduces the Subject in the same
way as the Soprano. At the bottom of p. 59,is =
brief interlude.  On p. 60 a new Subject is introdu-
ced in the Soprano with a Counicr-subjeet in the
Tenor; to which there is immediately a responsc
in tho Contralto with the same Counter-subject in
the Bass. Then follows an Episode of fourteen
measures containing phrases imitating thoso of the
previous Episode. Once more softly and alone n.
61, sc. 2, about three quarters of the original Sub-
jeet is delivered by the Contralto, but before it is
finished the Soprano takes up its closing phrases,
and the Tenor re-echoes them. A short cadence
concludes the piece. In singing music of this kind
it would be well for the Singer to mark in his own
part, all those passages or phrascs which contain the
Subject, the Response, or tho Counter-subject, and
to sing them with clearness and vigour; singing
everything else except the Episodes in a very soft
and subdued manner. ¥

Recitative is a sort of artificial declamation, in
which tho singer cndeavours to imitate the inflec-
tions, accents, and emphasis of natural specch. It
differs from the recitation of a chant, chiefly in
changing its key frequently, more frequently indeed
than is common cven in the wildest and most im-

assioned specch that is unconnected with music.

nstruments (one or more) are employed to an-
nounce, and sometimes sustain tho chords of cach
new key. The length of the notes in a Recitative
are intended by the composer enly as approxima-
tions. The singer delivers them absolutely accord-
ing to hisown fancy. He makes them long or short,
quiet or impassioned, just as he thinks best. Ile
‘must avoid the regular thythm of an air. He must
simply express with energy and propriety, what-
ever passion there is in tho words. Recitatives
serve to connect the different parts of an Opera, an
Oratorio or a Cantata, by the narration of events
or the suggestion of sentiments whieh carry on
tho story.

An Opera is a play in which the actors sing in-
stead of speaking their parts, and which is accom-
panied throunghont by a band. While developing
somo exciting story, it gives opportunity fer the
introduction of a great varicty of musical forms.
It might be supposcd that this union of four arts,
poetry, music, painting, and acting, to excite lively

* Sec other examples of Fugue analysed in * Musical Theory,” Book III, pp. 223 & 226

‘
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interest and illusion, would elevateall the arts thus
employed. But it is not so, because the human
mind cannot appreciate the highest excellence in a
number of arts at the same time, and the arts of
acting and singing sadly interfere with onc another.
Hence, neither the best poetry, the best painting,
the best acting, nor (except in solo singing) the best
music are to be found in the Opera. For the best
music we must look to

The Oratorio.—This is a sacrod opera, without
scenery or acting, in which music enjoys its full
and undisputed sovereignty. It develops some
sacred story by means of recitatives, songs, duets,
trios, quartets, and single and double choruses.
Choruses are more used,and solo voices,less than in
the Opera. The attempt to bring an ordinary
Opera into this pure sphere of music by singing it
without the action and the scenery, only tends to
shew how much exciting Operas are dependent on
sensuous effects for their popularity.

The Cantata.—This, if a sacred onme, is a short
Oratorio,—if on a secular theme a short Opera,
commonly without scenery or action.

Music for equal voices.—In England and in the
United States most part singing is done by Mixed
Voices—thatis, by Male and Female voices together.
This is best, both socially aud musically; but it
cannot always be attained. It is therefore desir-
able that women in their work-shops and men in
theirs should have music specially harmonized for
them. Our Tonic Sol-fa composers are rapidly
using their skilltosupply this want. Mr. Callaway
has done our young men great service; and his
investigations and historical enquiries on the sub-
ject have contributed much to the value of this
work.

Choral Contrivances.—As we have often had oc-
casion to notice that some even of the great com-
posers are quite cruel in their demands on the vocal
compass,—it isequally fairfor a Chorus-leader tobor-
row a few voices from one part to assist another for
a phrase or two. Thus the Tenors may aid the
Contraltos when their part lies too low, and the
Contraltos may assist the Tenors when their part
is too high, and so on.

The Resonances.—If one takes a wide organ pipe
or a wide brass instrument, which is of the same
length as a narrow one, the pitck of the two will be
the same, but that quality which arises from the
resonanze of air inthe tube will be different. The
wide resonator will give a pure but somewhat dull
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and sombre tone. 'I'he narrow resonator will give a
more marked and clear scund. So does the shape
of the human mouth, in singing, affect the cha-
racter of thesound. A fwll distended mouth gives
the Sombre Resonance, fit for wailing awe and la-
mentation. A marrowed mouth gives the Cler
Resonance, well suited to aid the expression of joy
and exultation. A wmedium shape given to tho
mouth adapts it for quiet peaceful songs. Sing tho
following phrase, 1st to the words, “Hark, the
voice of Rachel weeping,” 2nd to ¢ See the con-
quering hero coming,” 3rd to ¢ Sweet and peaceful
is our meeting.”
Bdly s | £ exc oot honisassi

It is important to cultivate the medium resonance
as a kabit, from which to vary as the sentiment
requires. Some persons always use the sombre
resonance, and utter every sentiment with the
same dull face and tone.

Ex. 299.—Say, with which Resonance each of
the following songs should be sung, and give your
reasons for the decision,—*“Night around” p. 22,
“ Angel of hope” p. 48, and ¢ Home” p. 74.

Breathing Places.—In addition to the sugges-
tions already made for the choice of breathing
places, pp. 16 and 30, it should be noticed that the
little stép of the scale f m, t dl, fe s, de r, ta 1, ete.,
is always most cffectively delivered when the first
tone glides into the second; we should therefore
never take breath between two such tones. For a
similar reason we should not take breath between a
dissonating tone and itsresolution. Itisabsolutely
necessary to take breath before a crescendo or swell
passage, or before any long holding-tone, or before a

assage of quick tones—“a division,” as it is called.
léare must be taken always to do this rapidly and
easily, so as to interfere as little as possible with
the preceding rules.

“ The mouth,” says Dr. Mason, ‘should retain
the position it had while performing the previous
note, and by no mecans form itself into the shapo
necessary for the following note; neither must the
mouth be, at all, closed while taking breath.”
There should be no sobbing or catching noise in
the inhalation. ¢ Emission of breath,” says Sabilla
Novello, in her “Voice and Vocal Art,”’—*¢should
be made as tardily as possible, and the student will
do well to consider breath more as a propellant
power which sends forth sound by remaining behind
it, than as the sound itself. . . The chest
and the muscles below it should be kept permanentiy
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expanded. Fresh sup‘flies of air will thus be more
readily admitted, and subsequently remain longer
than if the walls of the chest are suffered to
collapse.”

Portamento, or the carrying of the voice from
one tone to another, is made by a rapid and com-
nected glide, or more properly by a slur, see p. 96.
The voice passes through all the tones of the inter-
val, but with %4 relazation, in the emission of
breath. This, in solo singing, and after a long and
careful practice, may be made a very beautiful
ornament; but the lazy imitations of it eommon
among chorus singers, are discordant and disagree-
able to all except the self-satisfied singer. It will
be useful, however, to the chorus singer in cases in
which the musical phrasing differs from the verbal.
By a careful Portamento the musical connection
may be retained while the verbal distinetion is
made. There can however be no breathing place
in a Portamento.

Voice Training.—It is only to a small extent
that voice training can be carried out in elass,—
but the experience gained in a well trainod class
will encourage many pnpils to seck additional

ractise under the watehful ears of a master. The
ifficulty of voice exercises in a mixed class arises
from this,—that cach of the Soven “Parts” (Sea
p. 106) requires to cultivate a different compass,
and that voices singing the same exercises, an
octave apart, must nse different registers at the
same time. It would therefcre be neecssary, (if

|
|

breaks and registers are to be watched) to divide |

the class into Seven or at least Four parts, and the
rest of the parts would have to sing “a second”
softly while the teacher was attending to the one
which performed the exercise. Only where the
pupils themselvos are suteliigent and observant
students of their own voices can voice-training in
class be profitable. In ignorantand careless hands
it may destroy voices by forcing them up into un-
natural registers. No teacher should attempt to
carry Fupils far in these studies who has not
patiently examined and reported on every voice in
the manner described at the last step. It is well
for the stydent to know at once that the secret of
success will not be in the particalar form of his
exercises, or in the multitude of them, or in their
being written by this man or the other.—but in
their being frequontly
throngh. Gustave N
studies for all Voices,” says* The celebrated ginger,
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Farinelli, was already reaping the first fruits of his
fame, when he visited thé singing master Pistocehi,
to ask his unfettered judgement on his past per-
formances. Pistoechi said, ‘Nature has lent you all
the qualities of an artist in song: with properly
condueted Foice-forming Studies you would become
a truly great singer.’ This was not the answer
Farinelli had expected; but inspired with a wish
to attain the highest point in his art, he begged
that he might pursue his studies with the worthy
master. Pistotehi accepted the anxious scholar.
The studies which Farinelli daily praetised with

ersevering zeal, were all written on a single sheet.
n a year’s time the master dismissed his pupil with
the character of an accomplished singer. ¢ What
can the exercises on that sheet have been?’ has
often been asked.” This question Herr Nauen-
burg answers by saying that doubtless they were
such as would daily, 1st, Tune the voice to the
different chords. 2nd, Strengthen it (securing equal
strength for all its tones), and 3rd, Give it Flezibi-
lity. 'To these objeets of Voice Training M. Seiler
has taught us how to add Quality. Herr Nauen-
burg published on a single sheet a fow simple and
easily remembered exercises with these ends in view,
and the exercisesof this work, seeking strength
and flexibility, aro chiefly copied from his.

Manner of wusing voice exercises in class. The
exercises used thus far have not had a range ahove
F4 for males and one-F#l for females ; 8o that none
of them except the IRogister Iixercises themselves
have passed over any difficult points of breakage
in the registers. But the pupil has now learnt how
to study his own voice more minutely, and wishes
to cultivate it to the fullest extent. He will see
(p. 106) that the range of tones to be cultivated
and the rogisters and breaks to be studied differ
with each kind of voice, and for each new key he
will have to “Sol-fa his breaks” (p. 110) afresh.
If the pupil stands in front of a large Voice Mod-
ulator,® he cannot miss seeing, while he sings, the
Register he is in and his place of break; but it
may be useful to state distinctly what are the keys
through which each of the following exercises
should be worked by each different sort of voice,
and what are the Sol-fa notes just below each
break in each key. Although the use of a Voice
Modulator renders all this unnecessary, it will serve
to show what minute care is required even when
we make the imperfeet division of voiees into only
four “parts.” Notice that the lower voices in eac

* “ Voice Modulator,” price 1s.
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part will have to be excused the highest tones, and
the higher voices must not be forced to the lowest
tones. It may also be noticed that each of these
exercises can be made into “flying exercises,”—
passing upwards or downwards through all the
parts. For an upward flight, it is started low in
the Bass, caught up by the Tenors the instant the
Basses have finished, taking s for d, andsung in the
new key,—caught up again by the Contraltos in
the new dominant,—and once again, in the same
way, flung to the top of the scale by the Sopranos.
For a downward flight the exercise will be started
by the Sopranos, and caught up by each lower part
in the Swbdominant key.

Exercises witH Range or A Texte (Ex.
301 to 303), have to be thus worked.

Basses. Keys from F-two (Fy) to C-one (Cy). In
F, £l is the tone below the break; in Gy rl; in A
df, in By t; in G 1.

Tenors. Keys from C-one (C)) to G-one (Gy).
In C 1;in D;s; in E; f and rl are tones below
breaks; in Fy fand d!; in G r and t.

Contraltos. Keys from E-one (E)) to Bp-one
(Bb). InEjsandr!; in F; s and d!; in G, f and
t;inAjrandl; in Bp; 1,5 and rl.

Sopranos. Keys from By to FZ. In B d, s and
rl; inCd,fand d!; in Dm,t and m!; in Er, l1and
r'; in Fd,sand d'; inF§ d, s and dL

Exercises witH Range or AN Ocrave (Ex.
304 to 307), may be worked each in two higher
keys, as well as those given above.

Basses. Keys from Fyto E. In D, s; in E/'f.

Tenors. Keys from Cj to B, In Ajdandl; in
B s.

IContmltos. Keys from EjtoD. In Cd,fanddl;
in D m and t.

Sopranos. Keys from Bjto Bp. In G fand t;
in Amandl; in Bp r and s.

Exercises with DowNwArRD RANGE may be
worked thus :

Basses. Ex. 308. Rangea tenth. Keys Cdown
to Aby; Ex. 309 down to Fy; and Ex. 310 from C
down to Dp;.  No break.

M. 60 to 132.
& ditdrd

Ex. 300.
rmfimf s fsslislt

xEYs Bp up to F.
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Tenors. Ex. 308. Rangca tenth. Keys G down
to Ep; Ex. 309 down to Bj; no break; and Ex.
310 from G down to Ap,. In D ml,

Contraltos. Ex. 308. Rangea tenth. Keys Bp
downtoG. InBps andr; in Al andr; in G
t,‘ and f;; Lx. 309, down to Ep. In F d and s;;in

Ep 1; Ex. 310, from Bp downto C. InFg;; in E
fi; in D m, s,.

Sopranos. Ex. 308. Range a testh. Keys G
downto E. InG t, fj; in F d and s;; in E 85

Ex. 309, downto C. InD1:in Cd ; and Ex. 310,
from Fldownto G. InFd,s; inDm',m; in C
d,f; inBs; in Aml; in G f.

Agility of Voice.—Ease and flexibility of the
voice are commonly regarded as natural gifts, but
Madame Seiler has shown that they are really
dependent on the formation of certain habits in
the action of the vocal organs. In all groups of
tones rapidly succeeding each other, the vocal
membranes have to be set vibrating in short, quick
impulses, and after each impulse there is a natural
recoil like that of a gun after the discharge. The
breath retreating expands the windpipe, and
thereby draws down the larynx. These momentary
motions can plainly be seen outside the throat, so
that the voice-trainer can watch and see whether
his pupil is forming the habit on which is built
agility of voice. This will suggest the reason why
it is important that all exercises in agility should
at first be practised slowly and piano—except in
the case of the Italians generally, and of individuals
in other nations, to whom the proper movements of
the larynx have already grown into a habit, and
secm to be natural and instinctive. Madame Seiler
recommends the employment of simple exercises,
using at first Aoo.—See p. 14 and 33. Let each of
the following exercises, therefore, be first sung to
the syllable koo without slurs, softly and slowly,
—second more rapidly and more loudly,—third
more 80 still,—fourth to the open and more beauti-
ful vowel aa, on the word skaa-laa, with slurs and
expression as marked :— :

mrdrds dtl tls:ls fisfm:fmrid i
Skaa - - - - laa. I
d' t o s s m e d
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Strength of Voice.—The following three exercises
are extremely difficult toperform well. They are
intended to strengthen the wolume of pure vocal
klang—to increase the retaining power of the chest

in holding a steady breath for about kirty seconds
—and to cultivate the faculty of passing from
Forte to Piano and vice versa without losing pitch.
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The Teacher will test the pitch of each exercise as
it concludes. The pupil will bear in mind the
remark on p. 33 that strength is obtained by some-
what forceful exercise, and by the careful use of the
crescendo passage and the explosive tome, but
always be it remembered, with as little dreath as
possible.

Ex. 305. xevs Bpupto A. M. 60 to 132.
o i A i
d r> i Mgmae sl L6 ! —- ity .1 s Eiminid :ﬁ ﬁ
j Skaa - - = - - - - - = - - laa.
od t d |f — m — s — d - |—
= e > = . > > ~
ol t .?:s,f.m,r]d — r m [N I S HE I d |d!
j Skaa - - - - - - - - - - - laa. I
:d = — |— — t od 'f e L #— ligs
Ex. 306. xEvs Bpup to A. M. 40. -
d¥i= |— — |n = s =~ [d — |— :— jt = |1 = ;
g Skaa - - - - - - - = -1 - c - g
d i— |— :— I— i— |— i— = 1(— |J— 1= = 1 — |— :—
BRI - d S~ i f i 1 i (i i e
g - laa. Skaa - = ‘ z = 5 a2 - 2
i 1d — if = = = = = = = ] = = =
> >
f — Im — B qd gl s, t— S — |— -
- = - - - - laa Skaa - - - ;
— = = = s = = LJINIE = e s
-
B . — w0 T =t t. 1 sd :—
. = - l- - - - - - - - laa. "
BRI e [~ i = i = b — pad =
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S8IXTH STEP.

Downward Cultivation of Voice.—Nearly all the
exercises in voice training books are adapted for
the extension of the voice npward but the lower
tones equally require cultivation with regard to

strength, if not to flexibility. Mr. Proudman
Ex. 308. cres = . .
d P IG5 o In 565
Skaa - - - -
d S0 1At o ] A RN ot

Ex. 309.
3(1‘ — it = d
=
d :t.1s.f :im.rjd

The Shake or Trill is an ornament much culti-
vated by the solo singer. When performed with
great evenness and accuracy it produces a very
delightful effect upon the hearer. It comsists in
rapidly alternating the principal tone with the tone
above t¢ in the scale. When a shake is introduced
in a close, it is usunal to commence it by accenting
the principal tone. Thus if the cadenceis r.r | d
the singer would strike r m r m r m_&o., accenting
the r, and ending thus:—mrder. When a Shake
is introduced in the course of a song, for mere or-
nament, it is usual to commence it by accenting the
higher tone thus:—m rmr m r &c., accenting the
m and closing thus:—mr demr. Mdme. Seiler
says that the most beautiful trill is formed by
practising triplets, thus:—mrm rmr, accenting
first the higher and next the lower tone. She re-
commends that the trill should be practised at first
always piano, to the syllable %oo on each tone, and
afterwards with other syllables slurred. The
mouth, she says, must continue immovably open
and the tongue must lie perfectly still. The
trill must be sung very slowly at first ; afterwards
quicker and quicker. But it is no trill directly the
two tones lose their distinctness.

The Swell, that is the practice of a lengthened
Crescendo and Diminuendo on each tone of the scale,
was at one time much practised by voice trainers,
but it has been found injurious to many voices.
Garcia speaks of it as a last acquirement. Mdme.
Seiler condemns it in the early steps and even

8t. Co. (New).
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found the following exercise very useful in training
Contraltos and Basses for the Paris Prize Choir.
To it are added two exercises from other teachers.
These exercises have added to them, here, an ac-

companying upper part to be sung piano.
cen - do, dim. " i 4
if - n 'y d — |

- - - - laa.
11 - .t |d o Im —

Ex. 310.
n :— |— f r o— gd = n
== >
db Cemogd L Cvep £y DRSS

Cruvelli has abandoned it in the first part of his
course. It is exceedingly difficult to perform this
exercise with perfect evenness, that is without
giving a jagged shake to the tone; and it is espe-
cially difficult to make the diminuendo as good as
the crescendo. It was common, in a swell on the
optional tones, to allow the singer to change
register, so as to get the middle part of the swell
on the lower and stronger of the two registers;
this also required much art. Those however who
wish to attain that magic power—a perfect control
of the voice on every tone, in all its gradations of
force, are commended to careful daily practice and
a voice trainer.

The Appoggiatura (appod-jyatoo-ra)is a grace note
placed beforea principal note, and occupying the place
immediately above or below it. The long Appoggia-
tura occupies half the time properly belonging to the
note before which it is placed, which time it takes
from that note. Thus Haydn writes, im | f :—:s

|m :— |l. But by means of appoggiaturas he
directs us to sing thus,:m | f :—:ls |[fim | In
the Tonic Sol-fa Notation there is no sign for the
long Appoggiatura, it being thought much betten
to write the notes in the time in which they are to
be sung. The short Apposgiatura can scarcely be
said to take any time from the wote before which it
is placed. It only gives a kind of “fillip” to the
accent. It is expressed in the Sol-fa Notation by

a note like a bridge note of transition, distinguished
from that however, by being in italic type, thusrd.
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The Turn.—The direct Turn which is most com-
mon, consists of a triplet of notes beginning with
that above the principal tone. Thus | f:{|m:—
with a direct Turn on the second f would be sung

3
thus, | £ :sfmf m :— ||. Asthewriting
of this Turn would spread out the music too much
it is better to employ the sign of the common nota-
tion, thus ~. The inverted Turn consists of a
triplet of notes beginning below the principal note.
Thus | d: d with an inverted Turn of the second
3

note would bevl’g ttjdr.d  [l. The sign

for this is 9. en either ti:c first or last noto of

the triplet hasto be sharpened, this will be expressed

by wnting, in smal} size, the altered note under or
e

over the ~. Thus':e would be sung | femre.m .

m
Both these Turns when used in a cadence may some-
times be allowed to delay the time, but not when
they occur in the course of a piece. They should
be delivered with subdued voice, but with great
clearness. The direct turn gives spirit to the ex-
pression, the inverted turn gives tenderness.

¢« The natural voice,” says Nauenburg, “ is
mecrely the raw material, which has to be elaborated
into an instrument of art. Even in the most
favourable organization, if the voice be unculti-
vated, there will be found side by side with healthy
«nd powerful fones, others that are sickly, feeble,
Aurill, in short, unavailable for the purposes of art,
until they are trained and beautified. Indeed, the
greatest Irregularities come to light in voices in
which the natural development of the organ has
already been disturbed by unregulated singing and

from nature, will by-and-bye rob the lower tones of
that clear ring of true voice which we call Alang,
and of fulness. Solong as the body, and with it
the vocal organs, are yet growing, the voice will
doubtless stand a goog deal of mismanagement .
but it is sure to collapse when the physical strength
can no longer withstand unnatural treatment.
The forced tones below as well as above, often lose
their fulness and energy, nay, there occasionally
happens quite a new break of tho voice. Such
restlts plainly prove that those tomes were forced,
and not founded in the nature of the organ.”

Voico exerciges should be repeated every year, and
at the opening of every season of singing practice
meetings. Every one should scek to have a cwulti-
vated voice. The cultivated voice is known from
another by ifs first sound. There is no mistaking
the master of his instrument.

Finally, let us remember two things. First,
that even music must bo enjoyed “ soberly,” and
the more steadily and soberly 1tis pursued the more
Jresh willbe our desire for its pleasures and the
more keen the enjoyment they bring. And last,
that all this vocal culture only puts into our hands
a delicate but effective snstrument. See, reader,
that youuse it nobly. Exercise yourself to win a
humble, true, and joyous soul, and let your heart be
heardsinginginyour voice. Uso that voiee forsocial
recreation—innocent and elevating. But use it
most rejoicingly for “the service of song in the
house of the Lord.” If the singing at your place
of worship does not satisfy you, try to improve it:
but first of all show that you mean cheerfully to
fulfil your own personal duty of vocal praise, who-
ever leads the singing, whatever tunes are used,
and howsoever the organ is played.

various physical influences.

The Tonic Sol-fa movement has been
distinguished from all other efforts to
promote music among the people byits
System of Certificates for practice and
theory. These certificates have grown
into common use and general accep-
tance, partly throngh the good will of
teachers pupils towards the method
and their degire to testify a grateful
love—a proud fealty to it,—hut chiefly
hecause of their proved advan i
For the true pupil r.hei find out (what
he wants to know) his weak places,
shew him in what direction sel/-teaching
8 specially demanded, and give him the
confidence of knowing that he has really
and satisfactorily reached a certain
stage. When some unloving, unsocial

High tones, wrested

THE CERTIFICATES.

pupil boasts that ‘‘he could take the
certificate if he would,’” the surest way
to destroy his boast is to try him. For
the true teacher (who knows how easy
it is to obtain merely one-sided or
merely collective results and how
deceptive) they offer the only practica-
ble means of guaging his real work.
The ambition to obtain them also
promotes such an amount of home work
that fully four-folds (as haa been as-
certa.ine({) the usefulness of the class.
All faithful teachers of our method
“put honour’ on the certificates, by
definitely preparing the class, lesson by
lesson, for each of the requirements,
by making them necessary for admis-
sion to their higher classes, and above

all by inflexibly refusing to allow uncer-
tifica singers—pupils ungrateful to
the method and careless of their own
progress and their teacher’s honour—
to take part in any public Demonstra-
tion or Concert. is is commonly the
strongest power with which the teacher
can enforce self-drill at home. Woeto
the teacher who, by weakly yielding,
throws this power away.

Our Certificates have been already
accepted by other socicties than our
own as grounds of admission to Crystal
Palace choirs, to Choral Societics, and
to Precentorships. The more faithful
we are to ourselves, in this matter, the
more will our higher certificates grow
in public acceptance 2nd nsefulness.

|
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QUESTIONS FOR WRITTEN AND ORAL EXAMINATION.

1. What is mcant by transition of
two removes? In going to the second
sharp key, what tones of the old key
are blotted out, and what tones of the
new key are introduced ! How does
this move the key tone ? In going to
the second flat key, what toncs of the
old key are blotted out and what of the
new introduced ! How does this move
the key tone? p. 117.

2. What emotion does the second
sharp remove express —what the second
flat ! TFor what purposeis a principal
second remove chiefly used! Howisa
subordinate sccond remove commonly
employed ?

3. 'What are the three points to be
observed in helping pupils to master
Transitions? What are the points
which make some transitions easier
than others? 'What points make them
more difficult ?

4. In transition of three flat removes
what Modulation generally takes place?
‘What Modulation usunally accompanies
three sharp removes? What physical
changes may, or may not be made in a
transition of three removes? What is
the common mental effect of three flat
removes >—of three sharp removes?

5. 'What are the general principles
which should guide us in fixing the
speed of movement and the degrees of
Force in singing ?* Which should be
more studied—the actual words or the
mood of mind in which they are uttered?
Give an illustration. What is the ex-
ercise, in connection with this subject,
‘which is of chief value? p. 130.

6 What kinds of passages should
be sung loudly and quickly? Mention

. four kinds with illustrations to each.

7. What kind of passages should be
sung loudly and slowly ?

8. What kinds of passages should
be sung softly and slowly?! Mention
five kinds with illustrations to each.

9. What kinds of passages should
be sung softly and quickly! Mention
three kinds with illustrations to cach.

10. What kind of passages should
be sung with a gradual change from
loud to soft? Give illustrations from
memory.

11. What is the mental effect of a
sudden change from Ioud to soft on
single tones? Give illustrations.

12. What kind of passages should
be sung with a gradual change from
soft to JToud? Give illustrations.

St. Co. (New.)
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13. What is the mental effect of a
change from soft to loud on a single
tone! Give illustrations.

14. What kind of Phrasing is more
important than the proper division and
marking out of the parts of a melody?
‘What habit should the singer form in
order to perceive quickly the proper
phrasing of words ?  'When musical and
poetical phrasing do not agree, which
of the two should yield ? In Chorus
singing, what is important in reference
to phrasing ? p. 135.

15. How often should the use of the
articulation exercises of this step be re-
vived? In what circumstances will a
mastery of the consonants render sing-
ing intelligible without much study: of
the vowels? In what kind of singing
is a study of the vowels absolutely
necessary for clearness and beauty? In
what elements of speech do the local
differences and vulgarisms chiefly shew
themselves? In what respects do the
vowels commonly called short, in Eng-
lish, differ from the long vowels ?
‘What is the new art of vowel utterance
which the singer has to learn but which
the speaker does not require? p. 136.

16. If the cavities of the throat and
mouth are held open steadily in any one
fixed form while voice is produced, what
element of speech will result? How
many vowels are possible? Name the
six principal vowels going upward in
the order of natural pitch?

17. In what manner in speaking do
we name the vowel sounds? What
vowel forms the centre of the vowel
scale? In proceeding upwards what
change takes place with the middle of the
tongue ? In proceeding downwardshow
do the lips change their position ? For
which vowels is the back of the tongue
highest and for which vowels is the
tongue altogetherlowest? Give thelet-
ter names (not the sounds) of the three
principal descending vowels,—of the
two principal less sonorous ascending
vowels,—of the four ascending vowels
that are commonly short in speech,—
of the three more obscure descending
vowels.

18. Mention three words in which aa
occurs, without being so spelt. How is
this sound formed? Givethe position of
the lips, tecth and tongue. How iz the
deeper, thicker, ak formed? What
defects in pronouncing this vowel are
common in your ncighﬂourhood ?

19. Mention three words in which ax
occurs without being sospelt. What is
the position of the tongue and lips in
forming this sound? 'What difficulties
are found in sustaining ax? In wha*
pitch of what voice is there a tendency
to change this vowel?! What wrong
pronunciation of this vowel are you
familiar with ? p. 138.

20. Mention three wordsin which the
sound oa occurs, without being so spelt.
‘What are the positions of the tongue,
lips and teeth in forming this vowel ?
‘What are the tendencies of this vowel
in the lower pitches and in the higher
pitches? What faults in sounding this
vo_gle} are you practically acquainted
with?

21. Mention three words in which oo
occurs, though not so spelt. What is
the position of the tongue, lips and
teeth in producing this vowel! In
which voice, and in what pitch of it
has this vowel a tendency to change?
Name any defects in sounding oo with
which you are familiar.

22, Mention three words in which
the sound ai occurs, but not so spelt.
Whatis the position of the lips, teeth
and tongue for this vowel? In which
voice and at what piteh has it a fend-
ency to change ? How is this vowel
commonly mispronounced ?

23. Mention three words f{in which
the sound ee occurs, though not so spelt.
‘What is the position of the tongue and
teeth in producing ee? In which voice
and at what part of its pitch is this
vowel likely to alter?

24, Mention three words in which
the sound » occurs, though not so spelt.
‘What is the position of tongue, lips
and tecth in holding this vowel? In
what voice and at what part of its piteh
is this vowel most likely to change?
What defective pronunciation of it do
you know ? p. 139.

25. Mention two words in which the
sound a occurs. though not so spelt.
‘What is the position of the tongue.
teeth and lips for this vowel? What
is the natural change of a at high
pitches? 'What defective pronuncia-
tions of this vowel are you personally
acquainted with ? A -

26. Mention three words in which
the sound e occurs, though not so spelt.
What i3 the difference between the po-
sitions of the organs in ai and in e?
‘What is ¢ likely to change into at high
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pitches? What defects do you notice in
the pronunciation of this vowel?

27, Mention three words in which
the sound i occurs, in one of them at
least the i being differently spelt. What
is the difference of the position of the
organs for e¢ and fori? What faults
do you know of in the pronunciation
of this vowel 1

2. Mention three words in which
the sound uo occurs, though not so spelt.
‘What is the difference in the position
of the organs for oo and foruo! What
wrong pronunciation of this vowel are
you uainted with ? p. 141.

%?c%z[ention three words in which
the sound o occurs. Whatis the differ-
2nce between the position of the organs
foraxand o? at three other cases
are there in which vowel positions differ
in the same way, though otherwise
alike! Have you noticed any mispro-
nunciation of o1

30, How is the pronounced before a
vowel 1—how before a consonant? How
is my pronounced !

81.  What are the four principal
diphthongs in the English Langu !
What vowel is trea along with the
dighthongs, and why!? t is the
difference between two vowels put close
together and a diphthong! Give an
illustration. What is the difference
between a diphthong and a digraph?
Of the three elements of a diphthong,
which is necither the longest nor the
shortest 1 Of the two vowel elements,
which erally has the accent ! p. 142.

32, ention three words in which
the diphthong ei occurs, though not so

S8IXTH STEP.

spelt. What is the difference in the
position of the organs for oa and for
a0l How may the pronunciation of
this vowel be easily attained !

38. 'What are the musical properties
proper to a Response ! p. 144,

39. What are the essentials of a
Chant? Describe the form of an An-
glican Chant. What are two of the
common faults in the construction of
an Anglican Chant ?

40. How did the modern hymn tune
originate ? What are some of the
Qefects of structure which often unfit it
for the voice of a Congregation 1

41, How does the speed of a hymn
tune affect its harmonic character?

42, How does the speed of a tune

affect the rhythmical impression it pro- !

duces, and what sort of speed demands
the closer attention to rhythmical pro-
portion and balance ? p. 145.

43. What sort of tunes are best
adapted to the bold and epirited hymns,
and how do tunes of this character
change their mental effect when sung
slowly! What kind of tune is best
adapted to hymns of cheerful emotion,
and how do such tunes alter theirmental
effect when sung slowly !

44, What is the aort of tune which
best suits hymns of didactic and varied
characte

T 1

45. How can a precentor best remind
a Congregation of & change of senti-
ment in the hymn, and secure the proper
expression !

48.
differ from Hymn tunes in their aim
and in their musijcal character ! When
Anth are meant for congregational

spelt. On which vowel el t does
the stress fall, and what eound should
be given to that element in singing?
How ehould the glide be treated ?

33. Mention three words in which
the sound oi occurs, thoagh not so
spelt. What is the proper vowel
element and which of the two should

be prolon, t errorin pronounc-
ine this diphth have you noticed 1
34. Mention words in which

the sound ou occurs, though not so
spelt. What is the second vowel ele-
ment, and which of the two should be
prolon, in singing and with what
sound

35. Mention three words in which
the sound eu occurs, though not so
spelt. What is the second element,
what is the first ! Which has to be
prolonged in singing? ‘What error has
30 be avoided in pronouncing ¢ and 4
before ex 1

36. What other diphthongs can you
describe !

37. Mention three words in which
the sound ao occurs, though not so
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use, what musical dificulties ahould
be avoided ! Explain the words Decani,
Cantoris, Full, Verse.

47, What are the musical character-
istics of a M igal?! What kind of
sentiment often characterises a Mad-
rigal? What is a Ballet!

48. For what peculiarities of vocal

‘ement was the English Glee
ially adapted? What sort of Glees
will bear a number of voices on each

part 1

49, How does the Part-Song differ
from the Glee, and how doea it differ
from the Madrigal? How does the
Harmonized Air differ from the Part-
Song? p. 146.

50. Whence arises the importance of |

music for equal voices ! p. 149,
51. For what vocal arrangement are
Oratorio Choruses specially adapted !
52, What is the style of ratic
Choruses ! p. 146.

63. What is a Canon, and what is
menntlﬁy“ a Canon four in two*’ ?
54, How does a Fugue differ from a

How do Anthems essentially |

Canon ! p. 147,

55. What are the essentials of a
Fugue, and what ot!tler ?%ficg.l contri-
varcesare necessary to a fu eveloped
Fugue? What sort of pie{aea mnypbe
called Fugal Passages or movementa
rather than Fugues !

56. What ia a Subject in Fugue, and
what is meant by its various exposi-
-~ ‘What Resp

57. is a onse in Fugue?
Where does it commence the ﬂ:st%\!lme
it occurs, and what are some of the
various ways in which it is treated ?

53, What is the Counter-subject in
Fugue! What other forms often take
the place of one distinct Counter-
subject !

69, What is Stretto, and whatis its
emotional effect ?

. 'What is an Organ-point, and
what is its effect

61, Howdoes a Recitative differfrom
the good recitation of a Chant! How
should Recitative be sung and what is
the chief use of it! p. 148.

62. What is an Opera, and why does
& combination of arts fail to produce
:‘Il:e hiyhest developement in any one of

em

63. What is an Oratorio, and how
does it differ from the Opera!

64. Whatis a Cantata !

65. What choral contrivances are
allowable when Composers write*‘parts’”
which are beyond the fair limits of a
chorus voice ! p. 149.

. In what respect does a wide mu-
sical pipedifferin its effect from a narrow
one? Whatkind of Resonance or Timbre
is produced by a full distended mouth,—
what by a narrow mouth,—what by a
mouth of medium shape and size1

67. In what places of melody ought
| we not to take breath, and in what
places are we obliged to doso?

68. How is the Portamento made!?
In what cases should it be used in Solo
singing and in Chorus singing !

69. Whence arises the difficulty of
carrying out voice exercises in a mixed
class! what cases only can voice
training in a class be profitable! In
what cases is it likely to be injurious !
What is the secret of success in voice

exercises ] What, according to Nauen-
l burg, are the three objects of voice
training? What other object should
be kept in view ?

70. What is the use of the large
Voice Modulator? p. 150,

71. How is flexibility of voice

1
72. By whbat kind of
strength of voice maintain
l 73. ‘What is the special use of down-
ward voice cultivation exercises?

actice is



74. In what does the Shake or Trill
eonsist? In what case does the singer
usually accent the principal tone, and
how does be close?—in what case the
upper tone, and how does he then close?
How does Madame Seiler recommend
that the Trill should be practised ?

75. What is a Swell?! Why has it
been ebandoned in the early steps !

80, Sing your partin Exs. 243 to 248,
whichever the Examiner chooses.

81. Ditto Exs. 249 to 255.

82. Work Exs. 256 to 259, whichever
the Examiner selects.

83. Work Exs. 260, 261, whichever
the Examiner selects.

84. Work Exs. 262 to 271, whichever
the Examiner selects. : ¥

85. Work Exs. 272, 273, whichever
the Examiner selects.

86. Sing any one of the Exs. 274 to
280 which the Examiner may select.

87. Sing any of the Exs. 281 to 291,
which the Examiner may select.

S8. Bing Ex. 292.

89, Sini‘;ny of the Exs. 293 to 298
which the Examiner may select.

90. Sing (if your voice is bass) to the
correct vowel * passing by " Add. Ex.p.
79, sc. 3, m. 4, second bass,—*go” Add.
Ex. p. 83, sc. 2, last note, bass,—
‘“amain,” Add. Ex. p. 64,sc. 1,—*be”’
Add. Ex. p. 71, 1st pulse,—* love” Add.
Ex. p. 61, sc. 3, m. 3.

91. Bing (if your voice is soprano)
to the correct vowel, ““la” Add.Ex. p. 8,
sc. 5, m. 3, 1st note,—** storm ”’ Add.
Ex. p. 95, sc. 2, m. 3,—* roar  Add.
Ex. p. 64, sc. 4, m. 1, 2, 3, and 4,—
* troops ” Add. Ex. p. 20, m. 4,—
‘“gshadows’’ Add. Ex. p. 43, sc. 3, m. 6,
—*Amen” the last syllable 8t. Co..
Ex. 172.

92, Bing (whatever your voice) to the

8t. Co. (New.y

SIXTH STEP.

76. What is the long App:ggiatura,

and how is it expressed in the Sol-fa

notation? What is the short Appog-
iatura, and how is it expressed in the
ol-fa notation? p. 155.

77, 'Whatis the direct Turn and how
is it written? What is the inverted
Turn and how is it written ?

78. What irregularities are com-

PRACTICE.

correct vowel, *“ love loves”” St. Co., Ex.
145,—*“rills”’ Add. Ex. p. 62, sc. 4, m.
4,—* along’’ St. Co., Ex. 175.

93. Sing, first using the vowel aa
and then a, “last’” Add. Ex. p. 39, sc.
3, m. 2, and “path** Add. Ex. p. 7, sc.
4, m, 4. Bing also first using » and
then aa to the first syllable ‘“‘away *
Add. Ex. p. 53, sc. 2.

94, Find words in Add. Ex. p. 34
and 53 in which ai is sometimes sounded
instead of a.

95. Find cases in St. Co. Ex. 144 in
which ai is sometimes sounded for the
article a.

96. Find wordsin St. Co Exs. 78 and
113 in which ei is sometimes sounded
instead of ¢. See Ex. 299.

97. Find a word in St. Co. Ex. 143 in
which ca is sometimes sounded instead
of the sound u.

98, Find a word in St. Co. Ex. 98 in
wfhich % is sometimes sounded instead
of o.

99. TFind a wordin St. Co. Ex. 115in
v;hich i is sometimes sounded instead
of e.

100. Find a word in St. Co. Ex. 77 in

tead

wfhich % is sometimes sounded ins
of e
101. Find aword in Add. Ex. p. 77

i!; which ¢ is sometimes sounded instead
of u.

102. Find words in Add. Ex.
which e¢-aa is sometimes sounded

. 3in
fore |
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monly found in the natural uncultivated'
voice? What injury is produced by
high tones wrested from nature?

79. What two things must we con-
stantly bear in mind if we would gather
the luzghest possible enjoyment from
music

r instead of e¢ with the mere vanishing

u.
! 103. Find ‘cases in St. Co. Ex. 144

and 145 in which ¢ the”’ before a con-

| sonant is sometimessounded thee instead

of thu.

104. Find cases in St. Co. Ex. 144
and 145 in which *“ the’” before a vowel
is sometimes sounded thu instead of
thee.

105. Find four cases in St. Co. Ex.
175 of the diphthong which is sounded
¢i, and sing them as directed.

106. Sing the diphthong oiin Ex. 113
as directed.

107. Sing the diphthong ou in Ex. 69
as directed.

108. Sing the diphthong sounded eu
in St. Co. EX, 145, v. 3, m, 2, dwelling
on the second element.

109. Without referring to St. Co.
write an analysis of  Thou shalt shew
me,” Add. Ex. p. 7. X

110. Write an analysis of the fogal
imitiations in ¢ Hallelujah Amen,”
Add. Ex. p. 26. £ ;

111, rite & fugal analysis of the
first movement in % Theme sublime,”
Add. Ex, p. 66. 3

112. Write a fugal analysis of the
second and thi rd movements of “Theme
sublime,’”’ Add. Ex. p. 67.

113. Write a fugal analysis of “How
lovely,” Add. p. 58. »

114, Answer the question in Ex, 299.
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Accidental Sharps and Flats.—The notes of the
Chromatie Scale, which lie between the notes of the
ordinary seale, are as follows :—

Flat. Scale. Sharps.

ta le

1 9

la se
S

fe
f
n

na re
r

ra de
d

The commonest and easiest use of Chromatic
notes is as waving tones coming from and returning
to the noto a little step above or below.

Exampleof First Presentation: Sharps.—Teacher
sings to laa, and points on modulator d t, d several
times. He then does the samo with s fe 8. With-
out pointing he then sings, also to laq, m re m
several times, questioning the class, varying it with
m r m, and making them feel the resemblanee to
d t, d and s fe s, and the contrast with m r m.
e elicits the faet gradually that the new note is
higher than r; then names it, and gets the class to
sing it. He then explains the names for all the
sharps of the scale, de re fe se le, and gives
copious exereises on them, always waving from and
to tho tone next above.

Flats.—These must be taught by comparison with
m f m. Unliko the sharps they are most casily

approached from the tone below. Thus:—
[Ita " 1 S JINRT T N
e o e ] d ras . dd

Exereise oni Waving Chromaties.
sld':t :d! It dle:t ll :se:l Is :fe:s g
( b

St. Co. (New).
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APPENDIX.—CHROMATIC TONES.

glf o0 o In ire :m Ir :de :r |d 3= = ”

Stepwise Motion,—The Chromatic sounds must
also bo mastered in the form of stepwise progression
in an upward or downward direction, thus :—

d de r t ta 1
Y, ‘re v 1 la. s
£ fes s : s fe .. if
s se 1 n ma r
1 le t T . wras S

There is no model in the common scale for this.
The notes may first be introduced as an ear exercise,
the teacher singing to /Zae¢ d r, and then d de r,
and getting the class to perceive the new tone.

Leaps.—When both the Flats and the Sharps are
familiar as waving tones and in stepwise motion,
they may be approached and quitted by leaps, as
frequently happens in modern musie. All the exer-
cises on leaps should be formed upon one pattern,
namely, first giving the intervening note, and then
omitting it. For example :—

nsxl'm:llg'rnder drremdren
fmrenfren f sself sel
l1sfeslfes slletslet
dtletdlet s 1 Jle.it"s TelSy
frder fder r rem fr re f
d?a:érdmar dt taldtal
t;d radtrad t 1 la st lass
fslasflas fmmar fmar
s 1tals tal nrradmnrad
d1llasdlas drmardmr
dital s d ta s slas fs laf
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If the Voluntaries be all constructed on this
prineiple, power over these chromatic leaps will
gradually be gained.

Transitional Models.—It will be noticed that
some of the above progressions of notes have already
been studied under Transition (imperfect method) or
the Minor Mode, and many difficult intervals which
occur, such as m ta, fe,d', 1 de r, ta de', &e.,
are best referred to their prototypes in the key in
which they really are.

Hints for teaching difficult intervals in the Minor
Mode, by R. Dunstan, Mus.Bac.

Fah, Se.—This interval may easily be mastered
by singing the following exercises from the modula-

tor :—
T -
o >.__ mi
| |? 11 Ise. | “
-

llse' Isel |f —Il —-|f —I——”

n

%
i
3

B o
- Eee- ] T >
5.1 Ise 1 £ 1 |f ”
g1 I?é 3 li? . |m "
(inm ?? — é? — 1

Sl | |
g]fohl-si_w : a1 :se |1 :d

Te R e B
glﬁ 1 ?e:—-ﬁ :—|§:—|1 414

If the pupil ¢ thinks of laa’’ he will readily be
able to attack se (a little step below it) from any
other note.

St. Co. (New).
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Intervals.— The Chromatie tones may also be
studied from the point of view of intervals. With-
out going into the subject of Intervals generally, we
may explain that for the purposes of Intervals the
scale is divided into twelve little steps, each of
which, roughly speaking, is of the distance between
d t. - The following table shows the number of
semx-tones which each interval contains :—

Semi-tones. Example.
Minor Second ......e..... d ¢
Major Second......ooaaeaee 2 s t
Augmented Second ........ 3 d re
Minee Thirdy .. o e crere ofs 13 st RS 1 al
Major Third .........00..0 4 d m
Diminished Third .... . a2 f re
Perfacty Bourth oo oo e 590,410 s a4
Augmented Founrth, or gt f ¢

Pluperfeet Fs
Diminished Fourth ........ 4 —— se d!
Perfect Fifth .........00000 7T —— a 8
Diminished ¥ifth, or 6 P
Imperfeet PO !

Augmented Fifth 8§ ———d se
Major Sixth ....... e 99— s
Minor Sixth ....... e 8 —u-m &
Augmented Sixth .......... 10 — f rel
Major Seventh .........000 11 ——d ¢
Migcr) Seventhie. 48, S 10 —— 5
Diminished Seventh ....... L t 1
(A B CE0aBE 50 bac B0« LY danids

It matters not whether the Intervals be comprised
within the notes of the common séale or not. A
Minor Third is the same Interval whether it oceurs
as]l; d orasd ma. The teacher may, therefore,
pomt Voluntaries which exhaust any one mter\al
presenting it in all its forms in the scale, both as-
cending and descending. For example, a succession

of )[inor Seconds : —

dtyrdemre fnsfelsetled td
In reverse order ;:—
tdletselfesmfremdert, d

These two exercises, it will be observed, also com-
prise Minor and Diminished Thirds. Another
exereise on Minor Thirds would be :—

L doady ot e mdidinngy k.- r  f

mmntlahesls LSRR aaRt s s tar O

‘Which eould be shortened afterwards to :—
Ldttrdmar fns flas tal
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This process can be continubd with the easier in-
tervals, but with the wider and more difficult ones
it would involve melodies which would be practi-
cally unsingable. The best practical course is for
the teacher to follow, in his Voluntaries, the actual
habits of composers, and present Chromatics inter-
spersed with Diatonic notes.

Naming of Intervals.—Notice that intervals
formed by two adjeining netes are scconds, however
either of the two may be inflected ; those formed by
three adjeining mnotes, thirds, and se on. Thus
dra,dr, and d re are ali seconds (Minor, Major,
and Augmented), as also are f fe, f s, and £ se. On
the pianoforte d re is the same as d ma, and f se
the same as f1a. But in the language of intervals
they are different. Thus d re is a second .aug-
mented) because the sounds from which it is derived
(d r) are two adjoining notes, and d ma is a third
(minor) because the interval from which it is derived
(d and m) is formed by three adjoining notes.

Flats or Sharps.—The teacher who wishes to
point chromatic voluuntaries may fairly ask, should I
point sharps or flats, d ra or d de; 11le t or
l1ta t; s la 1l ors se 1. The notes being the
same on the pianeforte, compesers are often in-
different as te which they write. Some theorists
hold that flats should generally be preferred to
sharps, r ma m instead of r Yo m, &c. In
music, however, especially of a popular kind, sharps
are much mere eommon than tlats, and flats (be-
cause they are less often encountered) are niore
difficult to singers. The best way is for the teacher
to point beth by turns, and when he wishes his
voluntary te be specially searching and difficuit, to
prefer flats.

The Extended Modulator.—It is te be wished
that the Extended Medulator, which gives the com-
plete range of keys, may become more commen, and
supersede, for advanced pupils, the small sectional
modulators. It affords far better practice to the
pupils, and gives much greater scope to a teacher
whese fancy for the invention of melody is active.
In using the Extended Modulator the teacher should
always observe ahsolute pitch. Each column're-
presents a key, and in the proper key the teacher
should start. As a rule it is best to begin in C and
return to it at the close of the voluntary. The loss
of pitch, if any, can then be ascertained. The
following will serve as a specimen of a somewhat
advanced voluntary on the Extended Modulator :—

St. Co. (New).
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I

c. Ej. :
dsmdnsd—dlndljdnl —

C. Dy. J
lsetl]l — 1Wdtrd d't:bl d t tI‘bl
G. ‘ Ab.
t1lYmsfmrft d—dt,drm

Gh. Ab.
ddrmfsn—s;l.t.dl,l.s,llt.d

C

Bh. ; D.
Lis Litgdlsltdlils]td

C.
lsffsl1tdlsfnrstsd

In this voluntary the changes of key are made in
tho easiest way, by passing herizentally to a nete of
the same pitch in the new key. The more difficult
exercise is to leap obliquely to a note of different
pitchin thenew key. The following is an example:—

c. Ab.
sndtdr—14dnfrltd—s

Eb. F.
lr ydrer t)dr fnls—dfn—
Bb. Eb. c.

rthdfmimsetld — d — deigl gt ! ]
rrdslstld—t—d-——

The principles on which all Voluntaries en the
Extended Modulator should be constructed are
these : —

1. Take a phrase of six or eight notes, and haying
pointed it in ene key seek to get imitations of
it in other keys, and in their relative Minors.

2. Never change key without introducing premptly
the distinguishing tones of the new key. A
change of column without the new temes is
merely a change of netation.

3. Do not be afraid to repeat a note.
melodies repeat notes.

4. If possible, let your phrases fall inte measures
and become rhythmical. This makes the sing-
ing more spirited.

All geod

Ny



A VOCABULARY OF MUSICAL TERMS.

PO,

Nore.—Mr. Arexaxper J. Ernis, who has kindly added the pronunciations to the following words,
states that they are mere English imitations of Italian, but that a very near approach to the true Italian
pronunciations will he made, if in those given ai is never allowed to vanish info ee, or oz into 0o ; if 2 be
used always for a, and ce for 7; the broad ae (St. Co., p. 140) for ¢, and the broad ao (St. Co., p. 143) for
o; if also the consonants which are here doubled, be really doubled in speech, as i “ book-keeping,”
“boot-tree,” “mis-sent,” “un-noticed *’; and »’ be always very strongly trilled. Ttalians do not generally
pronounce their vowels so short as English short vowels, or so long as English long vowels. The full stop
turned upwards () in the middle of a word, throws the accent on what precedes. If there are two suck
in one word, the first one has less weight than the second.

Abbandono, con (koan abbandoanoa), with self-aban-
donment.
# Accelerando (atchel air’andoa), more and more
quickly.
« Accelerato (atchel air’aa*toa),increased in rapidity.
Acciaccatura (at'chiak katoo'r'a), a short appog-
giatura.
Adagio (adaayioa), very slow and expressive.
Adagio Assai or Molto (adaazjioa assaa-i, moal-toa),
extremely slow and expressive.
Adagio Cantabile e Sostennto (edaa:fioa kantab ilai ai

sostenoo-toa ), slow,sustained, in a singing manner.

Adagissimo (adaajis simoa), slower than adagio.

Ad libitum (ad Zb-itum),Latin, at will or discretion.

Affettuoso (ajfet-too-oa-soa), with tenderness ard
pathos.

Afflizione, con (koan afffee'tsioanai), in a manner ex-
pressive of grief.

Agilita, con (koan ajeclitas’), with lightness and
8 .

Agitato (g'itaartoa), with agitation.

Alla Breve (al'aa brev'at), a quick species of com-
mon time used in Church music.

Alla Cappella (al'laa kapel-laa),in the Church style.

Alla Stretta (al-%aa str’ait+taq), increasing the time.

Allargando (al*laar’ gan‘doa), with free, broad style.

Allegretto (al-legr’ ait-toa), cheerful. Not so quick
as Allegro.

Allegro (alleg*r’ oa),quick, lively. Sometimes modi-
fied by the addition of other words, as follows:

Allegro Assai (allegr’oa assaa'i),very quick.

Allegro con moto (allegr’oa koan mo‘toa), with a
quick lively movement.

Allegro con Spirito (allegr’oa koan spee'r'itoa)
quick. With spirit.

Allegro di Molto (alleg'r’oa dee moal-toa), exceed-
ingly quick.

Allegro veloce (allegr’oa velochai), quick, to abso-
lute rapidity.

Allegro vivace (alleg'r’oa veevaa-chai), with vivacity.

Allegrissimo(allegr’ees'simoa),superlative of Allegro.

Amabile (amaabiled), amiably.

Amoroso (am-oar’oassoa), lovingly, tenderly.

Andante (andan-tat),“going” easily and ratherslowly

Andante Affettnoso (andan‘tai affettoo-oa-soa), slow,
with much pathos.

Andante Cantabile (andan-tai kantab-ilai),slow and
in a singing style.

Andante con Moto (andan‘tar koan mo-toa), slow and
with emotion.

Andante grazisoso (andan-tai gr'aa‘tsioa‘sea), slow
and gracefully.

Andante Maestoso (andan-tai maa-estoa‘soa), slow
and with majesty.

Andante non troppo (andan-tai non tr’op:poa), slow
but not in excess.

Andantino (an'dantec'noa), a little slower than
Andante,~—moving gentlyv.

Animato (an‘imaactoa), with animation.

Anima con (koan en-imaa), with soul, with fervour.

A plomb (aa ploar’), French,—»’ indicating French
nasality,—in a decisive, firm, steady manner.

Appassionato (appas:sicanaa-toa), with fervid, im-
passioned emotion.

Appoggiatura(appod;jiaatoor'aq), a forestroke.
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Ardito (aar'deetoa), with ardour.

A tempo (aa tempoa), after a chango in speed, to
roturn to the original rate of movement.

v A tempo giusto (aa tem'poa joos'toa), in striet and
equal time.

A tempo ordinario (aa tem*poa or’dinaar’ioa), in an
ordinary rate of time.

v/ Audace (oudaachai), better (aavo-daachai), bold,
fearless, impudent.

Al, All', Alla, Alle, Allo, Al (al, all, al*laa, al-lai,
al-loa, aai), to the, or, in the style of.

Basso Primo (Jas'soa pree'moa), First Bass.

Basso Secondo (bas:soa satkoan‘doa), Second Bass.

</ Bene Placito (benai plaa-chitoa), at will.

Ben Marcato (ben maar’kaafoa), in a clear, distinct,
strongly marked manner.

Bis (bees), or (bis) as Latin; twice. A passage in-
dicated by a stroke to be performed twice.

Bravura (braveo's’ea), with vigour, with boldness.

Brioso (bree-oa-soa) with spirit.

Brillante (b:°illan‘tat), in a showy, sparkling style.

Burlesco (boor'lai*skoa), with comic humour.

Cacophony (kakofuni), English. A discordant
combination of sounds.

Cadence (kai-dens), English. A close in melody or
harmony. Also an ornamental passage at the
end of a piece of music.

Cadenza (kaden'tsaz), Italian. An ornamental
series of notes at tho close of a piece of music.
Calando (kalan‘doa), becoming softer and slower

by degrees.

Cantabile (%antabilai), in a smooth, melodious,
graceful, singing style.

Canticle (kan'tikl), English, cantico, pl. cantici
(kawtikoa, kan-tichee), Italian. Dovotional song.

Canto (kan-toa), the highest part in a piece of vocal
music.

Cantor (kan‘tawr’), Latin, cantore (kantoa'r’ai)
Italian. A singer.

Cantoris (kantaor+s'is), Latin. A term used in
Cathedral music, to distinguish the singers on
the left side, where the Cantor or Precentor sits.

fanzonet (kanzoasuet*), English, canzonetto (Zan--
tsoanait-toa), Italian. A short song.

/| Capriecio (kapr'eet-chioa), in a f'anqifxﬂ style

Celerita (ckeler'itaa), with celerity, quick.

Cavatina (kav-ateenaa),anairof one movement only,
sometimes preceded by recitative, of a dramatic
character, and generally employed in Opera.

Chorus (kaorr'us), Latin, coro (%or'oz), Italian. |
A band or company of singers, !

Chiaroscuro (kyaar’oskoor’oa), light and shadein ,,
piano and forte. 3

Comodo (%o'modoa), with eomposure, quietly.

Con (%oan), with.

Coxn moto (koan no*toa), with motion, or a spirited

movement.

Con Spirito (koan spee'r’itoa) with quickness and
spirit.

Coi, Col Coll', Colla, Collo, (keass, koal, koall, koal*lua,
koal-loa), with the.

Corale (kor’aa-lai), tho plain chant.

Crescendo (kr'aishen-dea), becoming louder. Some.,
times expressed thus <<

Da Capo, or D.C. (daa kaapoa), from the beginning.

Da (daa), from, dal (daal), from the,

Decani (deckai-ner), Latin. A term usedin Cathe- ¢/
dral music, to distinguish those singers who are
placed on tho right side of the building, (entering
the choir from the nave), whero the Dean sits.

Decrescendo (dai‘kr'aishen'doa), gradually decrcas-
ing in power of tone.

Dell’, Della, Dello, (daill, dail*laa, dailloa) of the.

Detaché (daitaashai) French, make each syllable
short and accent equally. Trench term for
staccato.

Deliberato (dailec'ber’antoq) adj., deliberatamente
(daileeber’ aa-tamain-tai), adv., deliberately.

Demi (dem'i), English, (du-mee), after a consonant,
(d-mee) after a vowel, French. A half.

Diluendo (deeloo-en-doa), a washing away, a dis-
solving. Passages so marked to diminish in
foree, until they vanish into silence.

Diminuendo (deemeenoo-endoa), diminishing the
force.

Di Molto (dee moal-toa), mueh or very.

Dolee (doal-chai), in soft and sweet style. ./
Dolorosa (do-loar’0a-saa),

{Dolence (dolen-tai), with an expression of pain,
—dolorously.
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Duett(deu-et*), English, Duetto (doo-a:t*toa), Italian.
A composition for two performers.

E, Ed, (ai, aid), and.

Eco, Ecco, (ckoa, ekkoa) Italian, echo (ek-oa,
English. A repetition or imitation of a previous
passage, with somemodification of tone.

Elegante (el'aigan-tai), with elegance.

Energico (ener’ jikoa), con energia (koan en‘er’jeeaa)
energicamente (ener’ Jikaamain-tai), with energy.

Erharmonic (en-haar’ mon*ilk), English, enarmonico
(en*aar’monikoa), Italian, proceeding by quarter
tones.

Espressivo (es'pressee'voa), or con espressione (koan
espres-sioa'nai), with expression.

+~~ Extempore (eks-tem'puri), Latin, unpremeditated.
/ Facilmente ( fach-ilmain-tai), easily, with facility.

Fermato ( fair’maa-toa), with firmnessand decision.

Fine ( fee'nai), the end.

Forte (for :tai), loud.

Fortissimo ( for’fees simoa), very loud.

Forzando ( for’tsan-doa), forzato (for’tsaa-toa), with
peculiar emphasis or force.

" Forza ( for’*tsad), force, vehemence.

Fugato (foogaa-foa) in the fugue style.

Furioso ( foor’ioasoa), with rage, furiously.

Gajamenta (gea'yeamain-tai), Italian, Gajement
(gemon’), French, »’ nasal, Gai, Gaio, Gajo, with
gaity.

Giocoso (jokoasoa), humorously, with sportiveness.

& Giustamente (joo'staamain‘tai), justly, with pre-

cision.

<~ Giusto (joostoa), in just and exact time.

Glissando (gleessandoa), in a gliding manner.

1/ Grande (gran-dai), great.

Grandioso (gran‘dioa'soa), in grand and elevated
style.

Gravamente (g7’ aa-vamain-tai), with gravity, digni-
fied, and solemn.

Grave (gr’aa'vai), a very slow and solemn move-
ment.

con (koan gr'aa‘tsiaa), graziosamente,
{97’ aa tsioasaamain-tas), grazioso (gr’aa‘tsioa’ saa),
ina flowing, graceful style.

Gusto (goo‘stoa), gustoso (goosfoa'soa), con gusto,
(koan goo'stoa), with taste, elegantly.
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11, (¢el), the, as il violino the violin.

Impeto (im-petoa), con impetuositd, (Roan impet:-
oo-oa'sitaa’), impetnoso (impet:0o-0a'soa), adj.,
impetuosamente (impet-0o-oa‘samain-tar), adv.,
withimpetuosity.

Imponente (im:ponen-tai), with haughtiness.

Impromptu (smpsr’ometen), Latin, an extempo-
raneous production.

Improvvisamente (im'pr’ovvee samain-tai), extempo-
raneously.

Innocentemente (in‘noachentaimain‘tai), innocents
(én'noachen-tai), con innocenza, (koan in‘noacher -
tsaa), in artless simple style.

La (laa), the, as la voce (laa vorchai), the voice.

Lagrimoso (Zagr’imoa-soa/, in a mournful dolorous
style.

Lamentabile (Zaamentabilai), lamentoso (laa:men-
toarsoa), plaintively, mournfully.

Languente (lan-gwen:lai), langnido (lan‘gwidoa),
with languor.

Largamenta (Jaar’gamain‘tai), very slowly.

Larghetto (laar’ gait-toa), aslow and measured time;
but less slow than Largo.

Larghissimo (Zaar’gees:simoa), extremely slow.

Largo (laar’*goa,, & very slow and solemn degree of
movement.

Le (lai), the, as le vaci (laivo'chee),fem.pl. the voices.

Legatissimo (Zai‘gatees simoa), very smoothly con-

nected. [ghdmfr manner.

Legato {laigaa-toa), bound or tied, in a smooth

Leggiero (led:jier’-oa), with lightness.

Leggierissimo (led;jier'ces'simoa), with the utmost
lightness and facility.

Lentando (lentaandoa), with increased slowness.

Lento (lenfoa), in slow time.

Ma (maa) but; as allegro ma non troppo (allegr’oa
maa non {r’op*poa), quick, but not too much so.
Maesta, con, (koan maa-aistaa-), maestoso (maa-ais-

toa*soa), with majesty and grandeur.

Marcato (maar’kaa'toa), in a marked and emphatic
style.

Meno (imai ‘noa). less, as meno forte, less loud.

Mesto (mes'toa), mestoso (mestoa'soa), mournfully,
sadly, pathetically.
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Mezza voce (ned-azaa voa:chai),observenot (met-tsaa),
in a gentle, flute-like voice.

Mezzo (med'dzon observe not met-tsoa), half, as
mez20-piano, rather soft; mezso-forte, rather loud.

Moderato (mod-air’aa-toa), adj., moderatamente
(mod-air’aa*taamain‘tas), con moderazione, (koan
mod-air' aa-tsioo*nai), with a moderate degree of
quickness.

Moderatissimo (mod-air’atees siinoa), in very mode-
rate time.

Molto (mmoal-toa), very, extremely ; a8 molto allegro,
very quick.

Molta vace, con (koan mcal-tas voa‘chai) with full
voice.

Morendo (mor’en-doa), gradually subsiding, dying
away.

Moto, or con moto (mo'toa, koan mo-tea, almost
mautoa), with agitation.

Nobile (nobilai), nobilmente (nobilmain:tas), with
nobleness, grandeur.

Non (non) an adverb of negation, gencrally associ-
ated with ¢roppo as,—

Non troppo allegro (non tr'op'poa alleg'r’oa), non
troppo presto (non tr'op'poa pr'es-toa), not too
quick.

Noa molto (non moal'toa), not very much; as non
molto allegro, not very quick.

Non tanto (non tan-toa), not too much; as allegro
non tanto, not too quick.

Nuovo, di (dee nwo'voa), newly, again.

0 (o, nearly au), or; as flauto o violino (flaa:ootos
o veeolee'noa, nearly Aouttoa au v.), flute or
violin.

Obbligato (ob-bligaa-toa), a part to be performed by
some particular instrument in conjunction with
the principal part, and indispensable to the har-
mony and proper effect.

Obbligati (ob-bligaartee), pl., two or more indispens-
able parts to be performed by different instru-
ments in conjunction with the principal part.

Oppure (oppoo: ai), or else.

Ordinario (or'dinaa‘r’ioa), usual; as a tempo ordi-
nario, in the usual time.

Parlando (prws'lon-doa), in a speaking manner.

MUSICAL TERMS.

Passionatamente pas sioanaa:tamain-tai), passionato .
(pas-sionaa-toa), in an impassioned manner.

Pianissimo ( pyaances:simoa), extremely soft.

Piano ( pyaa‘noa), soft. The opposite of forte.

Piano piano or pid piano ( pyaanoa pyaa-noa, pyeu
pyaa-noa), more soft or very soft.

Pid ( pyew), almost like the English pew) an adverb
of augmentation, as pit forte louder, piu lento
slower.

Piacere al (al pyaachai*r’ai), at pleasure in regard to
time.

Pin mosso ( pyen mos soa), with more motion.

Pid tosto ( pyeu tostoa), or pinttosto (pyeuttos-tea),
rather ; meaning “in preference,” as allegretto
o piuttosto allegro (al'legr'ait-toa o pyeuttostos
allegr'oa), rather quickly, or in preference,
quickly.

Placido (plaa-chidoa), calm, quiet.

Poco ( po'koa, almost pau-koa), a little.

Poco meno ( po'koa :nai'noa), somewhat less.

Poco pill mosso ( po-koa pyeu mos-soa), a little faster.

Poco a Poco (po'koa aa pokoa,) nearly (pauk aa
pawkoa) by degrees, gradually.

Poggiato (pod-jyaa-tes), dwelt on, struck impres-
sively.

Poi (poec almost poi), then ; adagio, poi alleyro,
slow, then quick.

Pomposo ( poampoasea), in a grand and pompous
manner.

Portamento (por’famen-toa), sustaining the voice,
gliding from note to note. -

Precipitamente (pr’echeepitamaintai), precipitato
(pr'echee'pitaa-toa), con precipitazione, (koan
precheepitaatsioanai), precipitoso (prechee-
pitea‘soa), in a hurried manuer.

Prestamente ( pr’es'tamain-tai), hastily, rapidly.

Prestezza ( pr'estait-tsaa), with haste and vivacity.

Prestissimo ( pr'estees-simoa), exceedingly quick,
quicker than presto.

Presto (prestoa), very quickly. b

Primo (pr'ee'moa), first; as prinmo tempo, return to

the original time.

Quasi (kooaa'zee, nearly kwaazec), in the manner

or style of ; as if; almost; as guasi allegretto,
like an allcyret{o.

. J
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MUSICAL TERMS.

Quisto (%ooee-et-oa), nearly (kwee-¢t-oa), usnal form
cheto (ket+oa), with calmness and repose.

Rabbia (7' abbyaa), with rage, furiously.

Raddolcendo (' ad-dolchendoa), raddolcente (r’ad:-
dolchentat), with augmented softness.

Rallentando (r'al*lentan-doa), more and more

slowly

Rapidamente (r’apee’damain-tai), con rapiditd
(koan 1’ apee'ditaa), rapido (r’za-pidoa), rapidly
with rapidity.

Rattenendo (r’att'enen-doa), restraining or holding
back the time.

Ravvivando (r’av-vivan-dea), reviving, re-ani-
mating, accelerating, as ravvivando il tempo,
animating or quickening the time.

Recitando (»’ech itan-doa), declamatory, in the style,
of recitation.

Recitativo (r’ech-itateevoa), a species of musical
recitation.

Religiosamente (r’ailecyioasamain-tai), religioso
(7’ ailee;jioasoa). in a solemn style.

Rinforzando (r'én:fortsan-doa), rinforzato (»in‘-
Jor'tsaa‘toa’ rinforzo (r'infor':tsoa), with addi-
tional tone and emphasis.

Risolutamente (r’ce*soalootamain:tai), risoluto (’ee-=
souloo*toa), risoluzione con (koan r’ee*soaloo*tsioanai)
in a bold decided style.

Risolutissimo (r’eesoa-lootees simoa), with extreme
resolution.

Ritardando (r'eefaardandod), ritardato (r'ee-taar-
daatoa), a gradual delaying of the pace, with
corresponding diminution in point of tone.

Ritenendo (r’¢e'tenen‘doa), holding back in the
time,—slackening.

Ritenente (r’¢e'fenen-tas), ritenuto (" ee*tenoortoa),
slackening the time. The effect differs from

Rita.rd;mdo, by being done at once, while the
other is effected by degrees.

Scherzando, scherzante, scherzo, scherzevolmente,
scherzosamente, scherzoso, (sker'tsan‘doa, sker -
tsantai, sker’tsoa, sker’ tsai*voalmain-tai, sker’ tsoa -
samain-tai, sker'tsoasoa), in a light, playful, and
sportive manner.

Begno (sai'nyoa), a sign ; as dal segno, repeat from
the sign.
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Segue, seguito (seg-wai, seg witoa), now follows
orasfollows. Assegue il coro (seg-wai eel ko'roa),
the chorus following. Sometimes means, in similar
or like manner, to show that a passage is fo be
performed like that which precedes it.

Semplice, semplicemente, semplicitd, con, (saim--
pleechai, saimplee-chaimain-tai, koan saimplee -
chitaa’), with simplicity, artlessly.

Sempre (sem'pr’ai), always; as sempre staccato
(sem-pr’ai stakkaatoa), always staccato, or de-
tached.

Serioso (ser’-ioa‘soa), in a grave and serious style.

Senza (sain-tsaa), without.

Siciliana (seecheeliaanaa), a movement of slow,
soothing, pastoral character, in six-pulse timse,
resembling a dance peculiar to the people of
Sieily.

Sforzando (sfor'tsan‘don), sforzato (sfor'tsawtoa),
imply that a particular note is to be performed
with emphasis and force.

Sincopato (sin-kopaa‘toa), to connect an unaccented
note with the accented one which follows.

Slegato (slaigaartoa), separately or disconnectedly.

Slentando (slentan‘doa), a gradual diminution in
the time or speed of the movement.

Sminuendo (smee'noo-en-doa), gradually diminishing
the sound.

Smorzando (smor’tsan-doa), smorzato (smor’tsaa:toa),
diminishing the sbund, dying away by degrees.
Soave (soa-aa-vai), nearly (swea-vai,) in soft, sweet,

delicate style.

Soavemente (soa-aa'vatmaintai), with great sweet-
ness. .

Solennemente (soalen'naimain-tai), solemnly.

Solennita con (koan soalennitaa), with solemnity.

Soli (soales), pl., implies that two or more different
principal parts play or sing together i.e., one
voice or one instrument of each part only.

Solo (soa*loa), sing., a passage for a single voice or
instrument, with or without accompaniments.

Sonorammente (sonor’-amain:tai), sonoritd con (koan
sonor’*itaa), somorously; with a full vibrating

kind of tone.
Sostenuto (soes:fenoo-toa),s0stenendo (soas:tenendoa),

with tones sustained to their full length.
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Sotto (soat*foa), under; as sotto voce (soat'toa
vo'ehai), in a soft subdued manner, in an under
tone.

Spirito con (koan speer’itoa), spiritosamente
(spee'r’itoarsamain-tai), spiritoso (spee'r’itoa:soa),
with spirit, animation.

Staceatissimo (stak-katees'imoa), very detached.

Staceato (stakkaactoa), distinet, short, detached.
The tones separated from each other by short
rests.

Stentando (stain-tan-doa), with difficulty or distress,

Strepito con, Strepitozo (koan str’ep-itoa, str'ep:-
ttoa-soa), in an impetuous boisterous style; noisy
manner.

Suave, suavemente, suavitd con (s0o-aa‘vai,
so0-aa-vaimain-tai, koan ewo-aa‘vitea*), the usnal
form is soave, with sweetness and delicaey of
expression.

Subitamente, subito (scodec-tamain-tai, soobitoa),
quickly, as volti subito, turn over quiekly.

Tace (taa‘chai), Tacet (tai'set), Latin.  Silent.

Tacia si (see taa-chiaa), let it be silent.

Tanto (¢an'toa), so much, as non tanto (non fan-toa)
not so much,

Tardo (¢ardoa), slowly, in & dragging manner.
Tasto solo (tas'toa soa-loa), indicates that certain
bass notes are not to be accompanied by chords.
Tempo A, or In (aa, tu tempoa), in time, an
expression used after somo change in the time,
to indicate a retnrn to tho original degree of

movement.

Tempo a piacere (fem-poa aa pyaachai‘r'ai), the
time at pleasure.

Tempo Commodo (¢em*poa kom odoa), ut a convenient

and moderato speed.

Tempo frettoleso (tempoa fi’ait-toaloa:coa), acceler-

ated time.

Tempo guisto (tem-poa joos-toa), in exact or striet

time.

Tempo ordinario (tem-poa o ‘dinaa'r’ioa), at an

ordinary and moderato rate.

Tempo perduto (femipoa per’doo-toa), a gradual

deerease of time.

Tempo primo (‘ewpoa pi'cenioa), return to the

original time.

MUSICAL TERMS.

Tenuto (fenoo-toa), held on, the tones sustained for

their full time.

Timoroso (tec'moar’oasoa), with timidity, awe.

Tosto (tos'toa), swift, soon.

Tranquillo (tr’ankoocel-loa), nearly (¢r'ankwilloa),
tranquillamente (¢ ankoceel-lamain-tai), tran-
quillitd con (Roan ¢r'ankooeellitaa+), with tran-
quillity.

Tremando (¢ eman-doa), tremolando (¢r’emoalan‘doa),
tremolato (¢r'em oalaa-toa), tremolo (¢+'emoaloa),
a tremolous effect produced by rapid reiteration
of a sound.

Troppo (¢r'op'poa), too mueh; generally preceded
by the negativo non; as, adagio non troppo
(adaa:fioa non tr'op*poa), not too slow.

Tutta, tutte, tutti, tutto (foottaa,-ai,-¢c,-0a), all;
as, con tutta forza (Xoan toot'taa for’:tsae), with
all possiblo force. Tutti (toottec), the entrance
of all the instruments after a solo.

Tutta forza con (Xoan toot-taa for’-tsaa), with the
utmost vehemenco ; as loud as possible.

Un, uno, una (oon, oo'noa, 0o'nac), a, &8 UM Poco
(oon po-koa), a little.

Un poco ritenuto (oon poloa ree-tenvo*toa), gradually
slower.

Va (vaa), goes on; as, va crescendo (vaa kr'ai’-
shen'doc), continues to inereaso in loudness.

Veloce, or con velocitd (velo'chai, koan velochitaa'),
in a rapid time. Sometimes signifying as rapid
as possible. :

'Velocissimo (vailoachees simoa), with extremo rapid-
ity.

Vigoroso (vee'goar'oasoa), vigorosamente (vee'-
goar'oa'samain‘tar), boldly, vigourously.

Vivace, vivacemente (veevaa-chai, veevaa‘chai-
matn-tai), quick and lively.

Vivaments, vivacitd con (vecveamain-tar, koen
veevaa-chitaa) with briskness and animation.

|, Vivacissimo  (vee'vaachees'simoa), with extreme
vivacity.

oce (voa-chai), the voice.

Volti subito (vottec soo-bitoa), turn over quickly.

Volante (volan-tai), in a light and rapid manner.



























ADVANCED RHYTHMS,

For pupils preparing for the Matriculation and Advanced Certificates.

For the Time Exercise of the MaTricurArioN CERTIFICATE (requirement 2) Nos. 1 to 17 should be
practised to /za on one tone, also in correct time and tune. They must be sung at the rate marked. The
key may be changed when necessary. The test used in the examination is sent from the College and not
seen before, but it contains no greater difficulties than these.

For the Time Exercise of the Apvancep CerTiPICATE (requirement 1) any one of Nos. 18 to 42 is
chosen by lot in the examination, and sung on one tone at the rate marked. The candidate also sings to laa
a test sent by the College to the examiner, and also writes from ear two or three measures of *‘ Elementary

thythms’’ sung to him.

1, xey A. M.88. Bishop.
§=m of1] 8 Al et td Lt m t- m f .,rs
Na - tivel land, T'll love theel ever, Let mel raise the wel-come
”d <t it Jdgr HETIS TN T T X I tdrmpmss: t ]y |

strain, Mine were| ban - ish’d fect that! never Hop'd tol press thy turf a -

|s| e BT e = amrity .8 18 .4 :d ml S
g gain! Now thesel eyes il - lum'd with| glad - ness, As  they
z d HETS TR A, DR B 1 $— s Sfm s+ Ji oss Ll
scan thy beautics |o'er, Ne'er a- ! gain shall melt in §
3 tp 4 :d sdt et 85T red 4 d P — udi o d :
A b noss, Part - ing' to re - turn no | more. O  Bri-
d R TR T (- sm Ly - d tty Jrrdo- i — I
|tan - nia! native 'land, na- tive| land, T'll lovethee| ever. l

J. Curwex & Soxs, 8 & 9 Warwick Lane, K5.C. Price One Penny. Where also may be had
Elementary Rhythms (}d.) and Intermediate Rhythms (3d.)
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20. xey G. M. 80. From Handel’s “ Acis and Galatea,” p. 39.
2 ,tld RS i, a ,r'I = morimfs i ir .,dld t=moir .,dz
1

“r 8 =,r - .n,fln 8 :=.d :- .r,nlt Bhrel = Lo .n,f|n 5 Y | "
21. xey E. M. 66. From Handel’s “ Messiah,” p. 3.
“s ! |t Suler! I—,L.t_,l:s B o I 173 07 [ i) 2
B.t.
glf,m.r :d |s,f.m :df |=dnas gast s L B I 0T ”
|
22. xey G. M.72. From Mozart's “ Twelfth Mass,” p. 2.

zl gonin ln f.—.n:l.s|s.fe:fe 3 If.,f:m g |r.f‘l:d 6 |d "

23. xey D. M. 84. A.t. From Handel's “Samson,” p. 34.
zld‘ S e UG O E e [ A0 s |1r t— i— | =ade bbbl ;
1 { [ 1

“f i-rirgdrm c-.d cdgtdlr -t t|damiend: tidd)s i — ||
| 1 |

24. xex G. M. 80. F;e, From Graun’s “Te Deum,” p. 35.
ils : - I- dit .l sl - .8 ls,f.—,n:f Im fs:f .m In RS "
25. kex F. M. 120. From Haydr's ¢ Creation,” p. 12.
g:s Id' NSt i f it R | AR SRR RO S T

ey = )
§|' =t o] s f :-smfermdr € : rm:sfmrld.m :-.8 :- .t ;
. I

§|— Adoi- mirditlsf : Qs fmrd|t : an:fs.fs)f tm "
) ]

26. xey G. M. 50. te-ene. From Weber's ¢ Mass in G,” p. 32.
gl m,-f: fe .8 Jdt:d S f,rl d,-m: s d : "

=
[Advanced Rhythms.]


















24. xxy E.
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28. kxY E.
3 n ir
3 m - er
3 :.s d' :ta
m o im d
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30.
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32.
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First Sharp Transitions, shewing Cadential forms of Bass.
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S.B.
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First Flat Key, Imitation, and Oscillation.

Im :fe |8 :— [— :im |f ::s 1 :t |d' :—

ia 1, i :(— |— d 11 If i {d :—

i1 :1 [ @ |t :s.]f im m :r |@ :—
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Extended Transitions, wit}éogt Distinguishing Tone%F
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Im ix |d :— |[— :tmr :@ [s :s [d8 :— |
C.t. 1F.
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[Elementary Transitions.}
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Futermediote @ronsitiong from the Clossirs.

Selected from the works of Bach, Handel, Graun, Haydn, Mozart, &c.

‘These selections are intended to give exercise to classes which are preparing for the study of difficult
music, and especially to aid pupils in obtaining the Matriculation or the Advanced Certificates. The keys
may be changed to suit the voice.

J.C.
Two Removes.
1. xey AD. B?.tam. Back's “Blessing and Glory,” p. 11, 12.
33 ar o m..x; &d 6 o d Ils o2 § #f In.r:d.t.:d "
IHis name is ex - cel - lent, His name is ex - cel - lent.
2. xey C. d.f. BY. ¢Samson,” p. 95,
ER . U UYL TR LY LB g lfs. St T 3T |t s asl el ”
3 Je-| ho-vah's glo-ry known; Their i-dol gods shalll from his presence fly.
3. xey F. G. t.m. ¢ Jephtha,” p. 4.

].| i n
ring.
4. xey D. E. t.m. ““Jephtha,” p. 4, 5.

el rte-cdyt -1 |s:=-:fm :=mmirti-cdlyt :-:1]s :i~:f |m :- “
; No more toi Am - mon’s God andl King, fierce Mo -loch,) shall  our cym - bals! ring.

:8 |s :—:flm t-r Jd =ity -1 |lsi—-:fym t=:rjd -ty
No more tol Am - mon’s God andl King, fierce Mo -loch,| shall  ourcym - bals

5. xey C. D. t.m. “Jephtha,” p. 92.
t gt 01 s |d' S 3 s Ide‘t el T sy upd Pt 3 ”
“And their tri - bute, And  their tri - bute.
6. xey D. “Samson,” p. 83, §4.
. t.m.
VES i d .t :d.1 :t . r .d':r'.n':r'.d',t JIL Ol dl g
” Rules the | world |
gl— el 1 d! t 347 R ] == g d' HE T "
rules the world, rules the world in state.

Price ONe Pexxy. Lospox: J. Curwex & Sons, 8 & 9, Warwick Laxng, E.C.
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|d 3 l S mpa A & LN anl|d ”
sword, And tastethe joys of lvic - to-ry and peace.

21. xkr A ¢ Jephtha,” p. 33.

d. f. G.
“ s :8.s :8.8 ;1 :tm H fus:fum:for a5, ts.f :s.,rng
In vain they roll their| foam - ing tide, |
g f wlis i of M = M m .M on H 3 “
I | their foam-ing ' tide.

22. xey ED. “Jephtha,” p. 61.

3 e ed™m :  .m )t I 1 5 SR QELET S | 8 [ G g
| Be - gone, my | child! Thou hast un - done thy| fa - ther.
F. tm.
| mr e 3 G s SR (TS 00 G s ”

Fly be -| gone, And leave me to thel rack of  wild des-pair.

23. xey B). “ Judas Maccabzus,” p. 56. C.t. m.
(m.d :  .s|d 'm Is s amijd d: 24 s i gl
z Saying, Thesword of “God and Gideon.” l It wasthe Lord that

fjettiarn) ot s £ doem d LT : Akt dys s | g "
g for his Is - rael fought, And this their wonderful salvation! wrought.
24. =xey C. “ Samson, ’ p. 68.
|r! SRsisit ot el s [dYLdl s d) | 8- 08 LTIt St rd il
3 Hal! dost thou,' then, al - rea-dy sin-gle me? I thought thatlabour and thy chainshad

D. t. m.
AR Ys . 8 8.8 .8 gt L1 01 ot |s s :s,f.s,r:
g I tam’dthee.  Hadfortunebroughtmetothatfield ofl death,where thou wrought'st wonders with an ass’s

n RG] U B 19 38 A L :
g l jaw,I'd left thy carcase where theasslay| dead. "

25. xey C. D.t. m. Tsrael,” p. 133.
o AT et A 1) LR LURCHRES T (R K U R0 LS o L0 o oL B 10 8 AR (7, £ S R (6 ST ”
g l For the horse of Pharoah  wentl in with his chariots and with hisl horsemen in - to the sca.
[Intermediate Transitions.]
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s d. £ DV.
ll. H 1) (8 R l t— |~ :-dlt.r:ifom |d @ ;
g griefs, His mighty| griefs, His| mighty griefs re-dress,
E). t. m. F. t. m.
“ Jds:rm |f f :f m|d . O 5 W YT S e R (6T “
Norby the hea-thenbetheyl told, - Nor by the | heathenbe they told.
Two and Three Removes. Advanced Rhythms,
81. kv G. A. t.m. “Jephtha,” p. 102.
e ferm fpmrd crdtied my cronfirmfnrdirdt:d “
“Still I'm of thee pos - sess'd | Such is kind |heav'ns de - cree.
32. xxy G. Macfarren's * Christmas,” p. 26.
s.d.f. BD.
- feust ) $1 d m od 18 My If. ¢~ M iEm .,m.g
3|Blood - of Dan -ish{ war . riors Is red up - on the
e H e (B = .r 'd Wl | S8 G ] "
Hsnow, A - Imid the conqu'ring|Sax - ons.
83. xxy Gh. “Samson,” p. 42, 43.
| B O RS AT G I TR - I S TR S TR B - = = 2
t Be-hold, be-hold Thy| ser-vant, Thy ser-vantin dis-| tress,
EY. t.m. L
- Jdem :r .d [t1,s. H .d rd.ty 3 mof omris £y
“ Re- turn, re - turn, 0 lGodr Re - turn,0  God of {
N
i 188 > g - .1 l ir ,d|d P - “
“hostsl be - hold, be-l hold Thy ser - vant|in distress.
34. xzx B). Macfarren’s * Christmas,” p. 22.
G. t.m.L
L 1 t-.r:d.ljd a4 .t d 03l 1, ¢-.r :dl.- e :“‘,s..,f.g
And | breath - ingforthhi ‘sor - rows, Lifts !ap his witheredl hands: “The
t— s HE R 8 od :— m t— P —
% | heav'n - ly I King who reigns on I high, g
2 o Hly| 1, ¥ 3 t= . m O & - e |
“Bleﬁa him who |hears the| poor  man's |cry." "

[Intermediate Transitions.]






Aohancey Transitions from the Glassics.

More than Three Removes.
38. xky E. s.d.f, C. ¢ Jephtha,” p. 42.

I 3G A o e UL AT .d dmt .t idb Lt | : ¢ ;
g Of swift-er  flight, of |swift-er  flight and sub - tler ! frame,
d.£.B).

(I : : Id'r ir m Ir e T T ne d : : ”
t Of  swift - er flight and subtler! frame,

39. xev C. Beethoven's *“ Mass in C,’ p. 23.

s.d.f. Ep.
gr .1 It .8 :d .t [d.tdlir! s I— dloxdl d' 3 Tig )
t . IE g - -! < men,A - !men, I A . 5
d.£.Dp. C. t.m.Lr.s.
At | 1t jd cd '— s [l g |m' = |r' g b

3 men, A «lmen, A - 5 - men, A - men.

40. xevy Ap. Rossint's “ Stabat Mater,” p. 9.
(:d < 1d it (TR £ ) S m. ) d .djd THiRes W b 7
{ Whenshel saw  Him, the Lord of! glo - ry, All hisl vis - age marr’d and
rs.df. Fp.
(|1 ey |t = .t |d Rt del = Eid el ir! el o= .re'§
tlgo - ry, all His! vis - age marr'd and! go - ry, Smart « ing

Ap. t.m.lr.

RERE S f i— |- sl - fes |1 -] -8 df g ”
E | from X " the |Fa -  ther's I rod.

41. xxy G. “ Creation,” p. 42.
3‘ DRl ‘ 1 ys.fim.rls :— Im £ ety e iml ;

And lin  his eyes with! bright - ness shines The Isoul,

Lrs.d.f. Ap.
§| m |lse :— |— :se |1 1— |— A |d i o Jd oi— : ﬂ
} the ! breath and - - age I of his | God.

Price Oxe Pexxy., J. Cvrwex & Soxs, 8 & 9, Warwick Lang, E.C.
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Hr.d ST (O L I B8 I S S THRE D ¥ se | .mesem |1 ] ;
with its  va - ry-ing| notes at 5 tend, On life's el-vent - ful,
D.t.m 1
gid :re..re,,n, t— = 1= ‘ : | $ : Imsy :d.m
va - ry-ing!scene; l And as itsg i

r.d: Jdjs :-nmjl :-sif.s:lt)d :— |— :
clear, Soon fade, andl on theear de -| cay.

s :-.m|s.f:r.t
3 tones, which first so

Transitional Modulation. More difficult Rhythms.

5

55. xex ED. “ Acis and Galatea,” p. 24.
D BD. t. df Ab. Lis I
4 :d - o't Gt)d s 2 Ts{l f ir s "", od i85l
gl No show'rs to larks sol pleasing, Not sunshineto the !bee, Not sleep
E>. t.
- .t :se .,se|l o) | o 5 I DR Y I § | H "
3 to toil 80 |eas-ing, As these dear smiles to | me.
56. xey F. “Israel,” p. 16.
18 iy SR 6 S T e I § ts |— =f 'f tm.s |1 :l.tg
They 'loa - thed,theyloa-thedto ! drink of the ri - ver: He turn-ed their

d.f.BY. Lis G
d .s :dpt |- dit:d - .ta:l .se|l
l- ter in - to blood. “

!

g

wa - - - -
57. xex B). Lis G ¢ Judas Maccabeus,” p. 9.
3 r it Wt [se;  : .selsense;ly .t |d ¢ Wy eyl se.asep: se,.l.;
Wretch-ed in - deed! But!let not Ju-dah'srace  Theirl ru-in with desponding arms em-
C.t.m. Lis 4.
gm : TSR T [ USRI s st Ients . |y smtE
brace. Dis - tractful' doubt and desper-| a - tion I1 be - come
D-.t.m, Lis B.
gl £ Gl e g 1 O] m.m:n bajse : .m |l v g |t .8
the cho-sen na - tionm, Chosen by the Great I tAM! The Lord of

56 4+ -l : 1 a1l oam|f
same, Wo trust, willl give at- ten-tive ear,
[Advanced Transitions.]

* (U Im :m .ba
Hosts!l who still the

%

i
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62. xey D). Lis BD. Haydn’s “First Mass,” p 21, 22,
gl = |[gU % he 18 [aidinte, | vl se :t.t|d :1 se :t |d f
Thou, Lord, art | God a-lone, al - | migh-ty ande - ver-!last - ing. A - men.
B). t.m.L
“n' = |- = ln 3 | 0 l ] | g mg :— |m :d.d
men, (¢ praise ye the
b tyadoemf = Im s fpr o - tr  |d.r:n.fes
g Trd _f?r“— e - ver. A__—- - men,l A - - - - |men “
63 xeYy F. Lis D - “TIsrael in Egypt p, 1n2;
l AL At dt..l. feim LE g=a ‘r .de :r :
% Thou in thy mer - - - - cy
G. t. m. s.d.f B?. Lis G.
Gt o) oVt L (R A SEERNNTE St |8 T i - .ta.s.g
glhast led forth thy !peo «  ple, which thoul hast re-
3 fi.om :n .1, :ise .t 1, ¢ — : s 1 - H u
deem - - - = - - - Ied.
Transitional Modulation. More than three Removes.
84. x=y AD. ““As the hart,” p. 28.
f. Db, ;
1 d o =gal [ e = U= = at] NSl
From |hence- forth and for |ev - - - . - - - g
Ab.t.Lis F.
|d t—  |— =t 11 e im'] jse  :m |1 -
i e
C.tmLr
llf' R )it 'd' = | cd! 't e f! 1= g = 1 “
; - - more. for lev - er - more.
65. xey C. rsd.f. Ab. Lis F. “Song of the Bell,” p, 22.
g P [ | | £ ir d 3 {dm.sey: t;.8ep 1, ¢ Im.L 2 d.1, ;
; All our! art and toil re - Ipay. Should the mouldbe] wrong, Or the “gush” too
F.t.m.l ‘ ;
m t-.r |d ‘r.m ;

) H : {ms i~ .f
| s

g | strong. per|-haps, whilajTy we
sdf AD.

s s .fe:f | Tty ln ed 1ty :=.d Id 8, | 3 ,

Icher - ish, All our! hopes and wish - es Iper - ish ﬁ

[Advanced Transitions.l






NEW EDITION,

MINOR MODE PHRASES,

SELECTED FROM WELL-XNOWN COMPOSERS.

For the 6th requirement of tho Intermediate Certificate, any one of Nos. 11 to 22, taken by lot must
be Sol-faad in correct tune and time. I'woattempts allowed. ‘The key may be changed when necessary.

No. 1. xey G. LisE. Stz H. Bisuor. From “'Tis when to sleep.”
1, :l.t;1d r ln o gt :m TSI AR e &M 1, :— | .1 2
;lStill as un-daunt-ed many a tan - gled ! brake, Wo

on we stray, Thro’

I, oty -qd Tir

cau - tious trav’'l-lers

l, :d it m
8i - lent way The

m :-.r(d.r:d.t
pause to mark the

. e

No. 2. xzr Bp. Lis@. MesprrssouN,  From the “Turkish Drinking Song."
H 1, :my.mily m t m It MM d Zl( ..t|ld :1|.,d n Bl Id H H
Bump not the flask, thou! churl-ish clown, On the! boardas tho’ you would! break it!

No. 3. xev A. Lis F$. W. Boyp. From a Part-Song.
morfd L 9t ocm (L :-.ty)d :d |r o :ixr f i Im oi— |— i
{ At ' Christmas - time, when! frost is out, The !year is grow-ing 1old,
Qim |1| Setpids  cx amcfE e o m e (d st 0t ise [l == ‘
3 But {sure - ly, soon as A - pril comes,’Twilll wake and bloom a - ! gain. I

No. 4. xex C. Lis 4. WzLsn A.x. From “The Dawn of Day."”
Wy 2O RS LS SR SN S [ G U | ) (5 | (. |se§

.1
3Sweet Springa - gain re -{turn - ing, Makes'ev -'ry bo - som @T

birds are  sing - ing | from each spray, 'Tis' I a - lone am Isa.d.
Prick Onz Harrpenny., Lozpon: J. Curwen & Sons, 8 & 9, Warwick Lave, E.C.
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No. 10. x=zx F. Lis D. J. R. Tuomas. From “The Owl’
;:n 1ommid mympty e L Gty|d :dgrim m Treats I ;
l(onml not for the owl, nor hisl gloomy plight; Thelowl hath hisshareof ' good;
?:m d :m.ml - rln e | z
Nor each un-to each a ! pride,
g:se 1= “eging it um .nlr sds L o=t

Thrice' fond -er, perhaps, sincea' strange dark fate  Has

n :t.dil mm
lone -1y the bird, nor his

no ot adil ity
ghast-ly mate, They're

1 (frim :m |11 A ] "
rent them from all be -| side.

No. 11. xey Bp, Lis G. Hzxry Suarr. From ¢ Good night, thou glorious sun.”
3:n. 'n, i-.mqba, :se (L, 1y 4ty oty |d omogr :l |d i— 1ty u
Veil'd' by thycloak of 'erim-son gold, Thy'day'shigh du - ty 'donme.

No. 12. xry C. Lis 4. P. La Tzose. From the Tune “ Hereford.”
z:l Ise 21 ise :m |m :re Im :im |ba :se |1 :t |d’ g iR u
On 'thee a - lone our !gspi - rits stay, While' held in life's un -le - ven way.

No. 13. x»x D. Lis B. HaNDRL, From “Jephtha.”
3:n Il m Ilba :se 1 - it d ise |1 it ;
Or heav’'n, earth, scas and Isky In one con - fu - sion
{ a ‘— I of In T i1d ot 1] — = H

lie, Ere in a daugh « ter’s | blood
No. 14. xz¥ D. Lis B. Heney SaarT. From “The Lady of the Lea.”
m n tba :se |1 :t d :— |d :@ !r :-.d|d — |— 1= "
; ' Cold with -in  the !gravelies she, Sleep-ing  peace - ful-' ly.
No. 15. ey D. Lis B. Levermek, From “ Black-eyed Susan.””

.noil ot d %A ECTT N |

All in thel downs the fleet was

n - f i x
moor’d, The streamers

d m 9 m l:d .t :l_:_sil H .n

Wil - liam Sail® mong your !crewf
{Minor Mode Phrases.)

d ity Jpsde |n H ;

wind,

wav - ing in the

d :m .base  :mo.m o:l Lt
Does my sweet| William, Does my sweet







FIRST EXERCISES FOR MIXED VOICES.

TO BE USED AS AN INTRODUCTION TO ‘‘ADDITIONAL EXERCISES.”

FIRST STEP.
Ex.1. xey D.
gld — |n — |3 = Id' — ‘d' — |s — In — ld = “
t! :
Ex. 2. xey Ep. + (Sopr.and Bass.) +
{:s s :— |m d s :— |s s 'n — 'd n Is — 'n
d d :— f{d :d ds m g pod d :— {d d nos d
Ex. 3. xex C. ¢+ -
NS ey it |d = | —m us ,d' B — " [ o=
fla :(— |— :— |d :m s im d :— m — |s s jd :—
Ex. 4. xey F. + +
(id s |m:d § 1= 11— In — ld n § — |d —

z : d 8 1 m d 3 T RS, « oy 8 -t d _—
Ex. 5. xey G. + +
(|d ) d n — — s oy d S — — 2
{ g C d i85 d i— . n i \
(|s ] s n i oL n =ty kS CRIE = 8= "

{ 8 — oot d — d ) — 18 d — t—
Ex. 6. xev F. + + . T
S'd.s‘:d m.d:m s :n d :— |[s.n:s mn.d:m s s d :— I
Wit ¢ : d.spd |mdim s m ld :— s :— |d :— l
SECOND STEP.
Ex. 7. xey G. SWELL THE ANTHEDM. AL.C.
1 8 '8 d d n d s — d n
[1.8Swell  the an =« them, + |raise the song; Prais - es +
|S| 5 8 S d :d t| 8y d d
n n ‘ n s mn r — n 's
.{ 12.Hark! the voice of na - ture sings, Prais - es t
ld d :d d g S| — .
Loxnox: J. Curwen & Sons, 8 & 9, Warwick Laxg, E.C. Price 1d.
8¢, Co. (New).






FIRST EXERCISES.

MUSIC IN
Ex. 8. xBY Ap.
R AR RN — ) —
1. Mu- sic in the | val - ley,
S '8 1Sy 8 S| =1 ISy p—
2. Mu- sic by the |fire - side,
met o Imel T d :— 1t :—
3. Sing with joy - ful |voi -  ces,
d d |d d Id :— |8 :—
S L 1 hE o s mn :— d :—
Mu - sic in the |wood - land,
Gttty ety A i— s i—
Mu - sic in the |school - room,
8 '8 |18 :8 s =M =
Dis - cord and vex-|a - tion,
Sies s s ld - |d -
sifem )d «m |8 i— M i—
Mu -sic on the |moun . (tain,
et id d jd = s 1—
Mu - sic in  our |sor - row,
m s Im  :8 m — |d =
Join the hap- py |cho - Tus
daeds e d cd 'd i— )d i —
d : |d :ir |m :— d :—
Mu - sic in  the |true heart,
m M I8y '8 iR~ i) St
Mu -sic in our |[glad - ness,
CEOREEE el T A S |
Swell the glo - rious| an - them,
\id, : Im s td i— 1d —

8t. Co. (New)

THE VALLEY.

(s SRRY T IR s B &

Mau - sic on the
m My 18 :§)
Mu - sic in the
d id 1d

Friends and lov’d ones

d d Iy sy

Tm RGeS Aha Bt
Mu - sio in the
8 Hy 18 8
Mu - sic for wus
TRl
Ne'er shall en - ter
8§ '8 18 8
r 5 TI F TR ]
Mu - sic in the
S| °8 |81 8
Mu - sic in our
t o R | iy A0 o
Of all na- ture
8 ° 8 18, :8

7 ISt R T
Mu - sic ev - "ry-
S M |8 1§
Mu - sic ev - 'ry-
Tastesdes it F
Mu - sic’s ev - ’ry -

S 8 |8 8

M ==
hill,
S i
hall,
d :—
dear ;
d -
d ::—
rill ;
8) G
all;
m s
here,

| -
Tr O
air,
S) S
care,
t ==
fair,
S) e
d =
where.
m 37
where.
where.
d| S
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Ex. 1i. xevy Ap.
5 d 3.4
1.I'm tut a
8| .8 '8
2.What though the
i} n T
3.There at my
d d o

4.There-fore I

§) od ot
Earth is a

M 8 .8
Short is my
d Hy| 3T

I shall be

d Hil + 8
What - e’er my
d od Hil
Dan - ger and
8 1] 8
And time's wild
m n n
There are the
d : Hil
And I shall
s n Hil
Heaven is my
d «d :d

I shall  reach
n .5 :n
And  there I,

af s td od
Heaven is my

8t. Co. (New.)

glo
m
earth

%
B8Oor
]|

good
8
sure

Fa
]
home

too,

Fa

HEAVEN IS MY HCME.

FIRST EXERCISES.

IS Sy |

ger here,
.8 8
rage?

e d
iour’s side,
-1 :d|
mur not,

0) 0 S5l

sert drear,
8 8

grimage,
i

1i - fied,
.S :dl

ly lot,

i
row stand
I oS
try blast
d .t
and blest,
.8 8
ly stand

M I
ther-land,
d 8
at last,
.d i 7%
shall rest,
«8) :8)
ther-land,

] M
Heaven is
] My
Heaven is
S n
Heaven is
8y M
Heaven is

S nm
Heaven is
8 M
Heaven is
S n
Heaven is
8 Hyll
Heaven is

r 08
Round me
t) 0t
§eon will

Those I
8 8
There at

P
Heaven is
m -]
Heaven is
d :d
Heaven is
'8
Heaven is

loved
.8
my

T
my
-]
my
345
my
.8
my

213
ALC.

r T 5, 34
home ;
8 L -
home ;
t = —
home ; §
8 e =
home;
8 5= vy
home,
8) == S
home ;
8 R— =
home;
S & b~ o
home; /
d AT \
ev - 'ry hand;
d - .t d
o - ver- past :
n i=1y Pt
most and best;
d <18) :d
Lord's right-hand ;)
d DL 2
home.
m o o
home.
d = S8
home.
d — —
home.
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Ex. 13.

KEY G.

daid. :d T -
1.Coming thro' clouds +
Clics G T oA S
m o:m o:m oS -
2.Coming t & morn
s 5 8 ey
- O T STV e =
rain,
A 4l
t - - - -
rest,
-t )= ok
dnsadtytd Lim -
Hast'ning to us
devsgh iead® d o=
R onit e =
Break thro’ the cloud
ARl Wed® e -
BEE e G -
hour—
E o e

b ‘ : | H .
hour,

: [ 4
|8 i i R e
tem - pests| low -
it et od Blddss s
lisky 2= {iis it
tem - pests| low -

Id :- :d Is
St. Co. (New).

FIRST EXEROCISES.

MAY IS COMING.

T M=t =0 e o 7

and | dark - ness,

ity d :- S | TR

'8 $§ - - |8 = -

of |glo - ry,

8 e R = =

: L1 S TR SR S
Beau-ti - ful month of

: iR B g, WEG

5 Sy L E0, REPS SRS s,
Faithsees its gold - en

H 8 8 :8 |8 - d

£ Rl [ SO e e L I Ee TR

a - |gain;

:t) SEar | Yt

.S M B e N 5 =

ed | west;

8 SR = ey | = e 8

mo:m o o[m - cxroqd -

Cheer of the dark
gy ey diid

- est | day—
ot |d -

. .
. .

Beaming with death - less | ray—

. .
. . .

ot el
er,

hee - 52—

I8 - = |m
er,

Is; = -

d :d :d
Beauti - ful month
d :d :d
M
Blessed e - ter -

d :«d :d

.
. .

|m

1a -

mo|s -

215

AL.C.

d d :d t, :- :d
Com-ing thro'sleet + and
8§ 8 8 |8 - .m
RS W D (R
Com-ing t+ & day of
d " d A s N
LR R S o
flow - ers,
d; = LT DN S
RS A s e
pro - mise
8 - - |§ = =
T P Cur IR EGeEd
Thought ofthe win - try
) Ut st od
S SRR g Y
Star of the dark - est
. . i 0 o }
sol= s e el SRS
Coming,ttho’
- |- = mo:mon
[ s 8 :8
Coming,ttho’
Rl G deSid rod

S S PR T
of | May.
ity |d o= - |-
el -
nal | May.
H TR L R






ADDITIONAL EXERCISES, PART 1L

Nore.—In teaching to sing, these exereises should be preceded by at least a selection from the
or by the ¢ First Exerecises for Mixed

E\erclses of the 1st, 2nd and 3rd steps in “Standard Course,”

Voices.” And before the Ex. on p. 12 is commenced, either the St. Co. Ex. of the Fourth Step, or those

on the last Jage of ¢ First Exercises,” &c., should be introduced. For style of singing see ‘“ Hints on
the Tunes.”

W. E. Hickson.

‘Words by

key D. M.
S9°. :shein)id! : ~-.8
I.Now to heav'n our|
s d" TS
2.Be that pray’r a-
sl vs  |d" :-.s
3.Pa - tient, irm, and
% ys Id' HES |
4. Shll their on - ward

g tigl a8
a no - ble

s :8 |d :-.s/m :m |s :m
thoufhde - feat- ed,

Ne'er des - pair - ing,
g ash [dY -
Neé'er th'e - vent  nor

i |d' :-.s
Ev -’ry foe at

By permission.

GOD SPEED
M s - im
pray’rsas - cend - ing,
m_:n |s :nm
gain re - peat - ed,
m o :n |s n
per - se - ver - ing,
m :m Is :nm
coursepur - su - ing,
m :m |s :m

cause con - tend - ing,

dan - ger

n

n

on

fear - ing,

on

S
lenf'th sub - du - ing,

dag ot 1y s Tgaidnsisl - Ifi r4am
Be their zeal in heav'nre - cord - ed,
T BN R T e T b R
Like the good and | great in sto - ry
dibfsedleejd? od 1d A [s s
Pams, nor toils nor |tri - als heed - ing,
des #3 ld :d dpdinEd g
Truth ! thy cause, What -| e'er ~de - lay it,
d = I :-xm = |—=
God speed  the nght'

d :— |s :-.s e

God speed  the rlght'

s — |t :-,t]d :— |—

God speed the| rwht'

Nt -.r|d =K%
God speed the nght’

'THE RIGHT.

Mousie from the

mg,

German.
PSR — 1 i =t e — ] :
God speed  the| right !
d :— |t s-gfd — |
God speed  the| right!
S S FRSEIET T :
God speed  the| right!
d — s :-.sfd 11— | 0
God speed the right !
m (— |r :-.vrim :— | :
God speed the| right!
d :— |t -.fja = 8
God speed the right!
s — |s 1-.s(s :— | s
God speed  the| right!
d 11— |s; :-.s)d 11— | H
God speed  the| right!
N [CEs Y g
With suc - cess on earth re - W'u'd ed
tg :d |r it 8
If  they fail, they faxl with glo - ry,
gRd gt gl e Hg TiE ekl BT
And in heav'n’sown| time suc - ceed -
s| 8 Is is |s is . f
There’sno pow'r on | earth can stay it,
(s By | 8= b8 = iy
God speed  the| right!
s — s :-.s t—= =
God speed  the| right!
s (— |s :-.s t— =
God speced  the| right!
§ (— |s :-.sfd = |—
God speed  thel right!

Lonpox: J. Curwen & Soxs, 8 & 9, Warwick Lane, E.C. In three parts, 4d. each.

i
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ADDITIONAL EXERCISES.—PART 1.

. .
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. .

G e R T S TR TR I S R I SRR . M |
Through the [day thy | love hath| fed us, | Through the |day thy
B 1 — % t—:d [d :—:d jr — v [t gine el Sl
From the | world, the | flesh, de | liv - er, |Save us | now, and
o Geas TR G T T S R (R I S I SR ) AT
Let thy | pow’r this | night de -} fend us, |And a heav'n - ly
& ‘t— 8 |d 1—:m |f im :d (t, :—:d |8 :— :8 eI
Soft - ly |wil the | eyes be |clos - ing,| While on | thee the
1 :s8 :d (¢ U :s |f t—:m m :r :f m :—:r |d :—:—
care hath| led us, | With di -|vin - est {cha - =]ty
d —:m {f 1—:d |t :—:d {l; :—:r |d :—:t |d — -
save . us jev - er |O thou| Lamb of |Cal - va-|ry!
f :d :d fd t—:d"lF :—~:8 [s :f 1 I8 :—:f |m :—:—
peace at - | tend us, | And an -jgel - io Jcom - pa-|ny.
tm o:d [f t—:m [r —:d | :—:r |8 11— :8 [d —:—
soul re -jpos - ing,|Ev - er |bless - ed [Trin - i -|ty.
SPRING LIFE.
(Words translated from E. M. Arxpr, by J. S. SraLLyBRASS.)
xey D, M, 144. Gersbach.
3 8 |d 1— im.s:iflls :— m.s:f.lls :m yd it |1 s
1. Hur|-rah! Hur -rah! Flow -ret fair, Bloom and befragrant;| Put forth all  thy
0 8 Im :— |d.m:ir.fm — |[dmerfm :d (1 38 |f :m
2. Hur ~ rdalh! Hur -lra.hl Brook-let clear, Mur-mur, thou youngster;| Slant- ing down thro’
.S . 8 8 e H . . H H H
3. Hur|-rah! ‘Hur -rah! Bird-ie  dear, Warble, thou songster;| Woodsare leaf - y,
8 [m s |d :— : : : | 3 3 | g
4, Hur|-rah! Hur - rah! Heart of Man, Leap upand worship ;| What, thou would'stno
fs:fmlr :— |8 :-.t|t :s td:t.d|s :— Jt -.dr :dl
ti -~ ny leaves, Clam - berup my |[cot - tage eaves, Clam - berup my
frmerdity 2— [s :-.rjr :t |ramirdlty — |8 i-.m|f :n
hill and Idale. Bid - dingall my |loved onesIhail, Bid - dilnga.ll my
. l . . . . .

days are long,

Flow'rsare nod - ding
. | .

lag be - hind,
~ 8t. Ce. (New.)

When all  else are

to thy | song,

H 8

glad of mind?

‘When all

Flow'rsare nod - ding

|s s
else ’ are
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FiNE.
m :d :d ,d'>:— g4 el G TEETHS S RN I s GRS TR I ) [l
IR s, 1, la, |Ta, In, la, Ia, la, |la! 21 left my own
d - o= o T |60 O e S I TR B s SR | - R (NN
Ia, o gl la, |Ia, la, la, la, [la! 41 ask'd of those
L Aaarr il s TR TSR T I I A ) I | I TR I TR [
la, la, 1la, I;,— la, Tad" “la, . la, [la! 5.At one placel
- | aged™ =t fsg ¢= s [(d :- |ls Is ] ity
la, la, la, 1la, la, la, |la! 6.Atagreat ci - ty's
la, la, la, la, la, la, la! 10.Here, Luek, is my

D.S.
die=tad rtdtixr dm s cxr (moim o f s =fim Jroimoir A i oo
gate - way, And wander'd a -| broad, Went this way and| that way, And triedev'ry | road. g
d :-s:s) |t sl o8 sy o= 2t [d :d d |d o-ted [t ot sty |d o= -
near me, Where was the shy| elf; But none seem’d to| hear me, Each sought for him|-self.

d :-r:m |s s :s |s - :8 |s :s s |8 :-s:8 |s :8 :f |m - :-~
ask’d them If For-tune was| near; They said she had) past them Fullma-ny a | year.

d :-d:d [s 21, :t, [d :- s |d :d :x |moi-x:d s is o8 [d - -

gate - wayI ask'd, had she| been? They answer'd “here| wait we,To wel-come her| in.”
dwell-ing, And here willI  stay; Come in, if you're wil - ling; If not, keepa - way!

THE MAY-TIME.
‘Words translated from the German by J. S. STALLYBRASS.
xey G. M. 66, twiee. Gersbach.
:s |s :d :m Im s :d |m :r_n._s:f._l\s t- s |d sdmxdm :d :fm
The| May-time, the May-time, how | love-ly and fair, What} pas - time and plea-sure is

td qd - - |- :mo:d |4 iderflin - o ¢ s s :d o :d
The| May - - time, howt love-ly and fair, ‘What pleasure is
Tl te= s |8 i~ R 3 1o g c g o | TGSt
The| May - time, ‘What pleasure is
td [d - - |d - g 8 [ 3 is Im o:d strld :m |
\ The| May - time, What| pas - time and plea-sure is 7/
{r t= = |- i= s s i=fim |r it o Sim o | d RS,
there ; The | night - in-gale sing - eth, Over
tp - - |- - :im |m s-r:id |t o:s o g ¢ ] g 8
8 - 1= |- 1= QRN i 3 OO I I 1 6 T AT
there ; The | lark it up - springeth,
s - - |- 1= S | g tmoIm r-rcd It s

8¢, Co. (New.)


















T —— it T ——— et o — e

e —— el T el

xkey G. DI 80.
g T — PeRtd
Lord, bless our
d :— |s s
m =S
Lord, bless our

d° gy [ @, 50d

| C (i
Oh,
B3 wlxy,td
grant us, by Thy
Sd Bt Wl
Oh, grant us,
Feid 4 ut
round Thy throne to
t +d l1|.S|:f[.S|
Fpok s miltw | T *
round Thy throne to
s 1| |f| -]
r s |m :d
here, Oh, make Thy
r t 8
shencins  (d _o0d
here, Oh, make Thy
1S T ) VR
Ry o d

good -ness more our
hdy -lsp sy
hearts can cheer, Than|
e a8 B gum
good - ness more our

adt ity fid

iy . ‘
cheer, Than rich - est
8¢, Co. (New.)
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BON ACCORD.
(Music from the old Scottish Psalters.)

t, :-.dlr :m
fel - lowship this
s -1t :d
s — PSS

fel - lowship this
s :-.sls :d
: J 'S
Oh,
w9l e 8!
grant us, by  Thy
sy al km s
sav - ing power,0Oh!
i :latld m
by Thy sav - ing
d :— |— ' —
meet.
Ny &= { - ==
d :— |— :—
meet.
R B
r :r |d
face to shine,
g a8 i el S 6
f Jur  m wus
face to  shine, Thy
f[ HE-11 i d( .
t, :-.djr :m
hearts  cancheer,Than
s -.8)s s
rich - estfood, Than
r :-.r|r :s
hearts can cheer,Than
8 3 =, l|' t v d
food or wine, Than|

T i85, % BV LG
hour, And bless the
i R 7 1 e e

spet g AT

hour, And bless the
t 8 | m
f :m |r :d
grant us by Thy
t :d sy sy
sav - ing power,A -
s 8 J|s :nm
grant us by  Thy
r :d [t :d
power,A - round Thy
s — |s :d
On ev - 'ry
d :— |s s
m o— Im :m
On ev - 'ty
fd  :— |d :d
g | R
3 o q :d
! Thy
f ::m |r :d

good -ness more our

td |t ]y
Thy good - ness
r :d {d :t
rich - est food or
t 0 d |1|.S|:fl.S,
rich - est food or
fo am ®igsir
rich - est food or
Sy oL TR e
rich « est food or

.fg

T
S0 g
food we eat;
l| ot l d .
£ g ary - bon < s
food we eat; Oh,
ts {4,
tr :—-.dlr :m
sav - ingpower,A -
8 :-.808 s
round  Thy throne, a-
b SCE S D RS
sav - ingpower,A -
8 6 = .1|l t :d
throne to meet,
t 1-.dlr nm
soul as-sem - bled
s =1t :d
r :-.rls :s
soul as-sem - bled
s :-.8)8 :d
.5
Thy
tr 21y | ad
good - ness more our
s of M ouss
hearts can  cheer, Thy
s, L.tyld m
more our hearts can
R ‘
wine.
Rk fi== | = £ == i
wine. |
d :— |— :— [
wine.
d|. e E R
wine.
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* HOPE WILL BANISH SORROW.
xey F. M. 72 Words by Geo. BENNETT. Swabian Melody.,
_ = -
s :(-.nm:lsis,fim —|rm: flsft B e 8 :-m:lsis,f:m :—
1.0nce again we're/doom’d to part, Deemnot,’hs ior ev - er; Love if rooted | in the heart,

i-d:ddjr,r:d 1 — |tidirS imrr R d :-d:ddfr.,r:d :—

2.When I'm faral-way fromthee, O’ertheo - “cean| sail - ing, You will often |muse of me,

i-.s:fms,8:8 :—|s.8:8 8 s .8 ¢ n .s.f.nss. ST
‘aith nndtrustm heav'n we have, Godis ev - er near - est, He canstlllthe sformy wave,

c-diddituted i — [fme T l,t. t :d d :-d:d.aft.,t:d :—

PN

r.sit.lis.fel s ? i-amird|fdir i— |1 :i-.s:f.m
Timcnortide can |sev - er; "Tis the sad a~| dieus that chill, Make the parting
t,.rim :r 9 82§ r c-d:it s ity i— |f i-m:r.d
Tears& sighs pre - | vail - ing, But ne’erthinkof] me with fear, Check atonce the
ot 8okt (3ia | IR (5 g t :-diram|fmir :— fr i-.m:ifis

Bearme zafe -/l\y. dear - est. Then, farewell my| na- tive shore, Clasp  moto thy
s.55:d :r fe :s8 s -=Jdptd|rdit, — It :-d:r.m 1
eres. i Jir

ryir t— |8 :-mif.s|l.t:ixtdit.l|s :i-m:f.rfr :d @
sadder still, Say “wa'llmeetto|-mor - row,”| ITope will banish| sor - row,
d.d:s :— |8 :~-.d:d.d|d :— :d GL T 8o ohS Raldlty - QG118
ris-ing tear, Sing ‘¢ we'llmeet to -mor - row,”| Hope will banish| sor - row.
1.,1:t :— |d :-%:8.8|f.8:t.1:8.f|m :-.8:r.8{f :m
heartoneo more, Sing ¢ we'll meet to]-mor - row,”’| Hope will banish| sor - row.
ff:f 11— Im i-dir.mif :— :f S, -.8:8.8/ls :d

", o.‘,;:i

HOW BEAUTIFUL THE SUNSHINE.
xey D. DL 80. ‘Words by Geo. BeNNETT, German Air.
mf > - cres. —
P8 .d':d! -~ .8 |s ,rhr SRS T I S T LS A S L §=
1. How bcau t1 ful the| sun - shino g]eams In | glorious summer's golden| prime,
g - .m It ff : f Im ,s:s .s :s .fe|r —
2. But oit thesun . shine bnghter glows, And denr-er seems to heart & eye,
|8 818 - .8 |8 ,8:8 i Pl Gbed x|t t—
3. ’Tls thus 'in life, the| carcs and clouds But maLothoplcaauresswcetcr still,
:o.dfd .d:d FEN O B TR 3 8 ot UGl R in o 8ak G Hli —
At mf
1 = 31l r'g fm .r :d .xr |m —
On all  a - round itshedsits| beams, From car - ly morn to ev - en-| time;
85 n ,d:d .m s .8 — 37 ly ,tied .t 1 .t 1d t—
When s*m,rklinvo‘cr the wintry| snows, Or glowing o’ erthe autumn sky ;
.88 dld o .did — ! rig .r:m .s !s .8 |8 t-—
\thn twﬂxwhtsorrowsvaleen- shrouds, Hope |shinesmorebrighton sun-kiss'd| hill ;
'8 d .,d d dim omif — I fet, .,8,:8, .8, :8 .8 |d —
S¢. Co. (New.) *In teaching, introduce here St. Co. Ex. 133 to 145, or ¢ First Exercises’’ 18 to 21.

'8 s .m:m o8 :dl s
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f.D. mf cres. f L —
tdsg s At d! i~ .81 at:d - .dle dhur! oo f Lt d
And | yet we tire ere| summer’s sped, And| wish the long long days were | fled.
(A Mo T e S G Bt RO sl R vt o $
‘When| light and shade more| € -~ qual seen, The cloud will make more bright the | beam,
cmg |d .s:s - dd oLl - oMt t txl L8 (s ¢
The |gold-en threads  time’s| weft per- vade, Bhine| brighter for its warp of | shade.
1dg 5.,: L - 310 - fls ,s:8 .8 s .5ld H
COME, ¥REEDOIM’S SONS.
xey Bh. M. 72
.8 :d d - .8 Isg .m 1} .s | st 5
1.Come,! free -  dom’s sons, and |join in  ring-ing |cho -
.8 ™ H m - mom i f m |
2. In rain and storm our |sky is oft - en |frown -
S HE 8 - .8 (8§ .4 :d .d 8
'l'hen free -  dom’s sons, come|join in  ring-ing [cho -
1] d| H d| d| = d| d| d| od .d[ ta
D.C.
m .d :s .m ro.moiro.d ot .t i L] s .8 | L
joy-ful mu- sic | praise this| fa - vour‘d spot of | earth; Come,| praise
TH "I TH TR T : dy sy .8 i fe fe s HEN | TR B
girt by ra - ging] seas our | land is rough and| sear; But { health
db did'm t, d ity . |r oxr :d .4 |t B dllc
joy- ful mu- sic { praise this| fa - vour'd spot of | earth; Come,| praise
d 4 :dp o.m |8 HETN P T TR SRS TS SO K -1 o 1 £
d g Im scdiE st ent Imf Ur s (£ aml Lty
skies in | beauty shin-ing| o’er us, And| loudly  sing to
m e= o8| |8 .S 8 .8 |8 .8 8] |8 8 28 .8 8| |
peace our | dai-ly  la-bours| crowning,  Give| countless blessings | to the
L‘ - 5 |d omoix S TRRERN I S B TR (I T
skies in | beauty shin-ing| o’er us, And| loudly  sing to
\ld t- s ld od ooty d s st s Isp o8 ts . s Lt
> >
r HET] d 9 .8 |1 St d - .r [m d
gave us birth ; Come,| praise the skies in | beauty
1 e {1 m 3 .8 [, o f) m - 8 |8 .8
spi - rit’s here ; But| health  and peace our | dai-ly
f ir X d ) 8 HETIS T I S,
gave us birth ; Come, Fraise the skies in | beauty
f) . 8 d . By 1 H | d t- .8 ld .

8t. Co. (New).
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Schultz.
M .d
rus, In
H d| .M
ing, And
'8 .8
rus, In

:(L .d:

pralse the land thqt)

s my
cheerful

i

prm.se the Iand that

shm-mg
¢ 8 8
la bours

shm-mo'

0t d
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. ) >
R S f ot Ld R N R G d . Sms Ry
o'er us, And]loud-ly singto | praisethe land that ga.vo us | birth, the land that
S| .§ ! B T [ TIOORE FERC TR s s ) P T mo.s 1l L)
crowning, vae eountless blessings| to  the cheerful spi - rits here,the cheerful
iid .ty ) SHNEC G B T e f 3 d od el
o'er us, And loud-ly sing to | praise tho land that gave us birth, the land that
|l| o8 0 o8 I8 .8 8 .8 Is .t :d .11 f| v 8 d| d :1| .l|,
/e i mo.d :d . |r H d D3
guve us birth, the land that{ gave birth.
l. 1§ G ollp Bilealln sl .sx f| m 8= o
spi - rits here,the cheerful | spi - rits | here.
r it .M oimo.n |1 ir d 1=
gave us birth, the land that| gave us birth.
\ f, 8 d] .ll Zl| .11 f; . 8 d| HE
THE QUAIL CALL.
‘Words translated from the German by J. S. SraLLyBrASs.)
key C. M. 66, twice. p i Gersbach.
d :- :ddJd :-d:d |r :i-r:r |d :—: 0 deLsfs w—R
2.0o0l on the hea - ther the| dow yet lies; « Coldthel night! Cold the night!"”
8 :- :!8.8|/s :-8:8 [s :-8:8 |s :—: g 2 | = ¢
3.Now  come the huntsmen with| horn and hound; “Get you| gone! Get you gone!
d :- :dd|d :-d:d [t; :-.t:t |d 1— g 4 ] 5 3
\ 4.1lark, when the reaping is | ov - er and done, *I'llbe-i gone! I'll be-gone!

d 4 :d |d :-xid ot - |s :-s:s |8 :1 :t |d :-x':d
come le¢ us hide in the | corn.” Look at her, | steal- ing throughyonder green
n :8 :1 |s :-8:8 |8 :- |s :-s:s |8 :fe :8 |1 :-1:
flutt’-ring and shiv - ‘ringshe | cries; __l_‘luns to the | sand, whereshe mak - eth her
d :docdaet c-flmt et oi- TRt et iR i L [ Bt 170 )
here I  lie safe in the| ground; ‘While the wheat| standsand the leaves are yet
d =im “of B o=sosc [y o= |s :-8:8 |t :1° :8 |fe :-fe:fe
ruth -less the win - ter comes| on.” Hi - therand | thi - ther she flits and she

n :- :nmln t-=m:mn f i-s:f |m :— :8,88 — - 8 3
1.Hark to the Quail how she| pipes at morn, “Come a-| long! Come a-long ! %

R L R | PO o ﬁ:n‘ MY s -ffl m - |d @ :d

————— e T —— e,

t |
field, Tell-ing of swects that the har - vest will yield Sing-ing the
8§ - - |s :8 :s |[s |s :-s:8 G 3 8

Pa - tient-ly waxt.s tlll the shades are all. ﬂe\l \V:st-ful - ly
phodi=e - i il vl | dl gt et s-rhixt (4 - o Wl d
greem, I by the |hun -ter shall nev - er be |seen; Ah, but the
S.octe v s v o T mesa @il toslaitituleid o raed Id X o lgu
flies, But not a . [glean-ing of . har - vest she | spies, Tho’ in  the

§t, Co, “New.)
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a':i-t:d

fr! s-dsr
while that she joy - ful-ly
= f 1 | s WNIREE
watch - es the bright«en -ing
AL R (N A = B B
reap - ers they lay me 0
3y 49 |s :-s:8
vale of her birth shewould
eres - - cen - do.
(OIS R - R A
who  for the hum-ble pro-
m oi-minm o2 RN
slum - berhe gave to mine
d ;-d:d |t :d :x!
God. for his crea-ture will
simi—ughityt 13 s s
ov - er the moun-tainsa -

===

“ God be

n
glides,
dl

(i :
skies ; “Godbe
st | - d,d!
bare ; Who'll bs-
oty oy i Sy [[EEEI R

Look she

way.

EXEROISES.—PART 1

U Gl s B
thank’d, God be thank’d!
H e WD) L

thank'd, God be thank’d!
d' qdldldr -
friend ? Who'll defend P’

oLy I b AR
Look she goes,

¢ -
.

goes,

‘Words by THE TIME FOR JOY.

J. 8. Stallybrass, . (“ Soldiers, brave and gallant be’’) Gastoldi.

S REY BD. S.8.C.T.B. M. 144.

m :-.mim s m :-.m|d — in :n.rlm :fe |s i-.s]s 11—

1.When the win - ter’s | past 4 - way, When woodsput on their| green  ar -ray,

d :-djd :r |d :-.d]d :— [|d :d.r|d 1, |t -4t 1 —

s +-.8]s8 8 (8 :-.8ls :— (L, :lL.xdly L s i-.sls i

2.In the leaf - y month  of June, Un -dera high and |cloud - less moon.

m :-.mm :r n :-anfm :— |d :d.tly :r r :-.rjr :—

3.Let the sum - mer | sun be high, Or winter fogs blot | out the sky,

el s vt dd ce-d|d g — N8 s latild | s s i-.s5]s —

n.ainmin ir [m — | 18 n :d |r :r d e i

Fala la la la la la, Fa |la la la la” |la.

dd:d.djd :t, [d :s |m :d :m.fls s n 11— |—= 11—

Fa la la Falala la la.
8i.8: 8808 :8 (8 :— |d c:m.fys 1l r s s ==, v =
T CONE e lala,, Fa la la la |la .

dd:d.djd :r jd :m.fls "1 — td.djd :t |d.tgd.orim i—

Fala la la la la la, Fala la, Fala la la la la la la la.

did:d.dld :s [d :— | sddld L s s |4 i— 1= t— )
% Fa laj la la la la la.

S§t, Co. (New.)
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e e, T ———— e e e

7
m .-.mln s
Then the birds con-

d :-.djd :r
s :-.8]8 s

E'er thedew hath
m :-.mm :r
Songs  of joy can
HES AR B
mnm:n.mim :r
Fala lala la la
dd:d.djd :t
Fala la la la la
8,.8,°8(.8/8 :8
Fala la la la la
d.d:d.d|d :r
Fala la la la la
d.d;: d.djld; s
P
t| :t|.1|'t| :d

Hark! do you hear the
r :rJdjr :m
8 :s;.mls s
Hark ! do you hear the

Hark! do you hear our
s, 8. lls i

s 11— |— 1=
swell :

tor— |— 1—
s = I—- —
tale?

T 11— |— :—
round P

8 :— |— i1—

St. Co. (New.)

ADDITIORAL
n :-.nmld =
spire to sing,
Gl ol § =
S| -.818 :—
shut the rose,

m :-.mn

still a - rise,

d :-.djd :—

n o :— | 18

la, Fa

d :s8 |m :d

la la la la,

S g = |d| . n|.f|

T, Fa la la

d :mn.f|s :—

la, Fala la,

d( g = :d.d

Fala

ty :t Ir :r.d

tale they tell? Near

r :r |t :t.]

st s |s

night-in - gale, Sing
: Pls s.m

. Hark! do you
songsre - sound, Still
s s s

{a.l

r :r.dir :nm
Now withasun - ny

t, . dlty :s
8, :s;.myls s
Here, in the green and
s t|.l|| s :d
Whecre joy descend-eth
8 syt :d

EXERCISES,—PART I,

m :m.rim :fe |s :-.s|s :—
Then, then with joythey | hail the Spring,
d :d.orjd 1 [& -]t i —
L, Ll 1 s :i-.s)|s :—
While yeta breathof |[eve - ningblows,
d :d.tjl, :r r :-.rjr :—
Deep in the heart their| foun - tain lies,
1, :l.tjd :r S| :-.8]8 11—
m :d |r :r |d = |— :—
la la la la la.

:m.f|s s n 11— |- :—

Fala la la la.

8 1 |r :8 Il 11— |— :i—
la la la la la.

d.dld ot [d.tederim 2 —

Fala la la la la la la la.

d 1, |s :8 Ild 11— |— :=—
la la la la la.
cres.
r :m |r :r m :s |s :fe
and more near the | tid - ings
teotd It i (A4 it |roi—

3 | i8 g i — |1, 11—
loud and clear, His | thrill - ing
s - s [m :— |1 :r
hear,
loud and clear, The | whole year
8, :d |s :8 |d :m |r :—

r

f -dIf 21— s ;£ mifa
sky a - bove, Now is thetime for
drs=wdjds:— (n :ren|deslie
fi -l i— (my s fsll :s
sha - dy grove, Here is the(flace for
l| :'.ll gy — d :l|.d| ity
from a - bove, There is the place for
f| :-.f||f| v - d| :l'..dllfl -]

e e e ————— e — —— e — T ——— i



—

d :-.dld :—
joy and love,
n :-.nin :—
8 :-.sls 11—
Jjoy and love,
d :-.djd :—
joy and love,
d -.dld i —
cres.
de — | 18.8
la, cres. Fa la
m :s.slm :—
la, Fa la la,
S| H I'I|.l'1|| Sl § =
Fala la,
tdd|d i —
cres.
d= =" :d.d
la Fala,
key F. PP
mn :f [s 1
Hear me when I
deed |d :d
SRR il Y ]
Hear me when I
L Im o fy
iy o Sl T |
Hear me when I
dse Wl Yd " id
] st R |
Hear me when I
AR ST s oo fy

St. Co. (New.)
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p
dd:d.d|d
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m t— = = o
la, Fala la la la la
d :— |— :— |nn:m.mlm  :8
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ir is.flm :— |8 :— — :f |m :rjd :1 |8 :—|—:r |[r :m
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Bt — (d rjd g | . g 8 d :— |t :—
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d :— , G g | : B S L rod [t i —
rest; _ For it is | thou
f :— | : : | : (s jad st |1 i — 1 t—|— :s
rest; For it is | thou on o - .
L L |r :d [t :=—= |— :— t— |— i—|r :— |r :—1|8 :—
For it is thou, Lord, thou, Lord, on -
f. B?. pia.
Im :ds ') -8l :— JL i— |— s |1 1t Id :r |8 :— | ir
ly  that{ mak - estme dwell in | safe - - ty; that
E_ g | f, t-mm s— |f :— |— 8 [f; :— |f : 18, |8 s
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MY LADY IS AS FAIR AS FINE.

kexy BD. DML 90. P Bt John Benet, 1614.
cdrim :-mim o f ] :r.dI! r |m 'rdlrs'd' &l seatse Al uder
lfy- la. - dyis as |fair as fine, With| milk - white hands and gold - en hair; Hor
:m._.f, s :-.8ls; 1 s fm.Ir; oty is 2adagitmedds St S Tlas R id
2 ld :-djd d |d . :s Isi :sfim :s [sd:F [1 isfinfinr
My |la - dyis as |fair as fine, With| milk - white hands and| gold - en hair ; Her
odp 14 - Al d 2f| d :d s, i8 td :dp |sd ey If, s |d !—
eres. BY.
n :r mlrd td rl,.t.:d.mlr t—Im :-s|f :d r :r |m :
eyes the ra - diant Ez;s m shine, Light - ing all things| far and near:
d 't_lilt, Lt sl taf, :Ll,lt, r— s -8l sd {d it [d
d :r [r :-rxr|sr :mdfr :— |d :m |r :d |% :8 |s ‘
eyes the ra - diant| stars out - shine, Light-ing all things|far and near:
c8 s -8y idy s, i—Im i-umif Ll s is |4
Her eyes the] stars out - shxne, )
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Fair as Cyn - ELT, not so  fickle; Smooth as glass, tho’ [ not 8o brittle.
moi- gils s (f im |rerg— (L i=llsp i |noir |did —
d :d |d :s |r :3 |s :r.am|f :d @ cmicth s = it
Fair as Cyn - thia,| not so ﬁckle;— Smooth as glass, tho' |not 8o brittle.
d -.dldy im | cd |sespe— f,_.s_|: h_.t_,ld :dy [s; :s [d.dp—
P 313513
| cd.orim i-mim f m :r.dlty :r gm :r.djrs :d
W heart is like a ball of snbw, Fast | melt -E- at her
4 | m_f. 81 t-.8(8 1, g :er( tty sy :d [ tm :g
: | v |d i-.d|d :d [d :s s, :s.f(m s [sdl:s
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glan-ces bright; THer| ru - 17 lips  like m?xtwﬁs glow, Spark - ling thro’ the| pale twi-
r :-.rld ‘d ld .t|d|t|l..s..1. taf .m..d.]r, t— |8 -8l :d jd it

1 :sfimnfimx|d :r [r :-rfsr s;llt, - || S Sid s s

glan-ces bright; Her| ru - by hps like mghtworms glow, Spark - ling thro’ the| pale twi-
fioos ld o — ts) s t=ws(sry idy Isp t— Im oi-mifs L |8 s

Her hps like mﬂhtworms glow,
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ADDITIONAL EXERCISES, PART 2

Nore.—Tho Standard Courso Exercises, 188, 189, 191, and 192, may precede these,—but it is not
‘essential that they should do so. For style of singing see *“ Hints on the Tunes.”
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¢ HARVEST HOME.”

fx“ D. M. 80, twice. Chorus from ¢ Helvellyn.” G. A. Macfarren.
> ! >
HE) |5:—»l 531 es ol | (eadtiaas SR A bl | [l 0 15 A S T
Har - vest home, har - vest home, har - - vest home,_— oy
B N =T o [ = i — = T — | —
da :d |s :— (d :d |1 ::— |r' :d |t :s |d ::— |—
Har - vest home, har - vest home, har - - vest | home,
BRSNS e = vd i— | — td W = |—
>
e lﬁ g = T 110 0 IR 1 LRSS ST S P UL |5 ol - d - .d'
Har - vest home, har - vest home, har - - vest | home.
n :m |s :— (f :f |f :— |f — |— :f Im :—
a :4" ja :— [da :4'" |&@ :— ' :d4" |t :r' |4 :s ¢ —
Har - vest home, har - vest home, har - - vest | home. \Ve come, We
d od n oi— If f |1 :— s 11— |— :8 d :—
>
TR ] m Cos A i — gt trdN) s Tl f i —
come, we come,Andwe| bring the last load of ourgol - den | grain.
et fid - em s :— |f :s.mfr "uf.r|r Eiod |
— :— |— :s.s|s :8 (s :— |s :s.s|s :t 5 e Id'
come, we come,Andwe| bring the last load ofourgol - den gram
Rt s silid Y ey (e s — tr simidity Loss TdY L=
A.t. cres.
Al c e — ety -y ts-amide e -nd) et — g
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Loud - ly| shout, loud . ly|shout, a- gain, a-| gain.
P T R (IO Al . TR 11 I SCE B ) [ TR 1 B (R | J
im :-.rys :— , 3 : Im i-.r]s :— |
Har - vest| home, har - vest| home,
ds 1= |—= :—i|— :— [|d° :-d[d (= J— 11— |J—= 11— [|d* :-.d
home, Har - vest| home, loud - ly,
g Is -.1ls 11— | B : 1s :~-.l|s :— | :
Har - vest| home, i har - vest| home, y \
4 Isi =.filmy :— | 8 3 Isp :=filey o — | : '
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: Trala|la la la la’ la |la! Trala|la la la la la
r' gl il ld! : dn|s fel:s .dl |s' : Jdnmis fel:s .d
hearts  that are| true. Trala|la la la la la |la! Trala|la lala la la
r o x5 ld dnls Jfel:s s is dmis fel:s .s

a tempo. ’

~ > . . = . .
r! k=38 -1 d' adheadt jdt 29, v L Sl e pd! g
la! We'll] roam ‘neath the| sha - dowsof |lin - den and |{ larch.
t o) L0 sofor st ikl sty o g im g e G i
s! e, o |d! :d' 4 |d o] ki d s s s 2
la! With| souls that are { grate - ful and| hearts that are | true.
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rain, And morning dawnson |darkest night,You'lll see me backa - | gain.”

= . . 3% PSCIEE T ! =
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rain ; The morning dawn’d on|that dark night,And| I  went backa - | gain.
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vain ; The day has dawn'd up|-on tho night,The| sun Zas fol-lowed| rain.
8, 0] o IR R R e o VTS I T T I TR (TR T T — |
Words by IF I HAD BUT TWO LITTLE WINGS. Music by
Coleridge. (CoryriGHT.) Henry Smart.
f) KEY E? Con mmoto. M. 88. cres. >
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TS ANIET: hadbut two [lit - tle wings, And| were a lit - tle |feath -’ry bird, To
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L hadbut two |lit - tlewings,Andj were a lit - tle |feath -’ry bird, To
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you I'd Ay, my| dear, To  you, tolyou I'd Ay, my| dear.
Doty M s=.mlc™ Im -.xfd ::m |r - d — |ty
SRR Uil s s — | :se |1 :d' |fe :-fejfe :— |s :
you TI'd Ay, my| dear, To |you Td Ay, my| dear. P
R R Ci 2, 5 f— | i Ml the le s e 1 SR R
But
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But | thoughts like these, but | thonghts like these are| i - dlethings,and

| Bl of|je Sido Shm Wivs, fligte shs MHdSSS LA id

: | Aot o dld) Tois L Fosy Widr =l sllien SRRt i L ots
10<‘“"" But | thoughts likethese, but | thoughtslike these are i - dlethingsand
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thoughts like these are |i -  dlethings, like these are |i -  dlethings,and
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stays not though a
fiomy Im i-.m
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though my sleep be
d :-.sld ¢
s :-.m|s :f
though my sleep be
s1 :-.5]8 :s

| a4l

yet

flSamil alEe ide
while 'tis  dark one
IS (] 0
while 'tis  dark one
Iownios, S5 <m
while ’tis  dark one
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lone, all, all a - |lone, all, all a -
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lone, all, all a - |lone, a -
- cres.
AR R (160 . < 18|t S A s
mon - arch bids; So I} love to wake e'er
f| :‘.f||f| s f|.f, m :-.f||1| . 5€
8 :-.8]s :l.tdd -.tyIm  inm
mon - archbids; SoIj love to wake e'er
r :-.rjr :r.rtd, :-.rlm iy
T
d — |= R | Vst am g
gone, For | though my sleep be |
ARRnA A & se, [ G fr 6
For thoughmy |sleep, my sleep be
DRl +*  x Rl ol SR 70
gone, For though my |sleep, my sleep be
L ¢t — |m :— I R T SO
For though my sleep be
——
O ) I 0 [ s Pl I L 4
while ’tis dark, ’tis  dark one
pY denr|r Gi-osdfd sty <L s
shuts  one’slids, yet| while 'tis dark one
o -.1r N |l el |y c ST T
shuts  one's lids, while 'tis dark one
P etz oS = e Bes
shuts one’s lids, one | shuts, one
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B. t.
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lone, Sleep
gt == id]
lone.
S e ml
lone. Sleep
Al 2 af
lone.
<
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break of  day; For
1 5 1| I 1| . 1|
n :m |m :r ;
break of day; For
].| . 1| | f| : f;
f. ED.
ds 1 — |—
gone,
nty : — |— :8
gone, yet
B o
gone, yet
s;:r s :—
gone, yet while

rimee

l i osusin=nl
shuts one's lids, And
T s | Aeerd
shuts  one’slids, And
t i-.dld ks
shuts one’slids, And
fi. g-unlm o h
shuts one’slids, And
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BnghtHopecomes mis - sion'd from T a-|bove. ‘Where gloom’d the| cloud, TR L
‘Thy radiant| pres - ence all must| ehoer Sweet Seraph,| who, when - den's
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bnghtens Wheresorrow| wept, thereglad - ness| smiles; While trusting| faith the spi - rit
por - tals Shutin those| scenes  so fair  and| bright, Still deign’dto{so - lace fal - len
R 8 — [ — i — ls i — ] — i = A= =
S = o el B SRS R TR o RS B i) S Y 8 =
Hm, &ec.
S == el i — [dl = =) o=t [ == :—)
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TN e ol | s dmpdilisy e s |d o — S | E | g
light- ens, Andaimless; doubt no mere  be-| guiles
mor - tals, Andha-lo| earth with heav’n’sde-| light.
S Quicker.
f :— |re :— [m :— |f :— |m :— | .s:s.s|se :-.se|se
1.While trusting| faith  thespi
d :— |— :— |d :— |t :— |d — | m:man :-mim :-
Hm, &c.
' i —J1l i — s i— |— :— |s — | .daddlel o o= e e
2.8till deign’d to] so - lacefal - len
f :— |fe :— |s :— [ :— |d :— | .d:d.ait -t |t At /
ten.
>
CRSETE =LYl 6.1 1 s Shof [0 b e s B8 S A el :—.1|1 :s.f
light - ens, And aimless| doubt  no more  be-! guiles, And aimless| doubt  no more  bo-
n o o:n e fim = r-rlr i — d:d.dfd :f.myr :-.r
GG G GG (G ST N ARHE S A § - —= " [ln 1 PIIE GRS dl 1 ¢ =3
mor - tals, Andha-lo| earth with heav'n's own| light, Andha-lo emth \\1thheav’n’s own
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cres. 4
iy - e Sl (1S S RS R = |s HE TR KT 1 | fr.- :d,t,.-
= 5 3 = - Come, Au-jro - lia, come a -
d td . |d :d.r |d 3 ] g 3 11 'S
way, COme a- Way, comse a-| wWay,
s :s Jf |s Ssresy | 8 : | : : Irf.- :nmr.-
¢ . v 3 1 como a -
d.or:m . [m.r :d.t|d t—  m t-.non Rpe | £ s
Come, Au-|re - lia,

~ PF
T i 'Ifs>:—.s.s| HB VR fp v |d ity d i— |— :—.”

way, Come, Au-fre - liga, come @ - way.

siegs—t | ] 3 { : TR R TR

(Gl dem | B : ] : RS LS iRy n 1= |—= :-.

way, come a o way.

d :— Im :-wminm :f |— :— Jf 11— |fs :i— |d :— |=— :-.
k Come, Au-|re - lia, I

Words by AT FIRST THE MOUNTAIN RILL. Music by
John Ozenford. (Part-song from ¢ Jessy Lea.”) G. A. Macfarren.
KEY D. Andante. (T. S. Copyright.)

01 T R 2 L AR R BideE R 6 il Pl in R FHIE 'm K
At| first themountainrill is| weak, = Andfromits} pris - on scarce can| break;

SR anln omest f cmiam im STt LN RSB[Rt 3 Qo wollie o d :
G RS A U A | i-.r:nm.f|f I3 18 .5 |8 t— s .8 |
At| first themountainrill is| weak,  And fromits) pris - on scarcecan| break; Then oach
S didrt.d:d .d cdd | r 2 IR 400 0y ol 7 %8 3 Lot s e
Av . eres. N dim.
rg.s:m d stp.r |d .m:s i- .8 |8 B BT o m :
Then each pobblein its | way ~ Scems e - | nough its course to | stay.
TS.S 8 .S 8 .8 |5 1S, R0 i 1SR ) f R UG g
Sidns i idwenfl Lty | d 0 d M IR T S f tm :
peb - Dble in its|way Scems e - |noughitscourse to stay. P
tmem, o dp oy ixy Wy me dem : T DR : 8y d, :d .d:d.d
Then each pebblein its | way Secms e - | noughitscourse to stay.  Spreading as it /
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as it bounds, bounds in - to the | sea.
) SR ¢ Ee sinsird) o HOR 6 RS SRS HEIS S I -
As it bounds in -to the | sea.
7. LN ] P — dl ,aim A L)t d' i) bRt g! P —
a8 it bounds, As it bounds in - to the | sea.
- f o T — $ 8 'S e = s ig : 8 .8 Id -
P
s cieafauilliaf Bl ST RNIEN S S S ) | 8 g8 SR o 1L S B
Thus | loveis oft so weak at] first, That e’en the| heart inwhich tis| nurs'd
tm n.n:s.foin.mn PREGA AR GBIG k= ot ad
8 G AL R ST ST USSR T I = oS S st i SRR TS
Thus | loveis oft so weakat | first, That e’en the| heart inwhich tis| nurs’d Scarcel
:d d d:d.d :d .d|r S o2 R T e TRCR AP B I | P —
A.t. cres. v dim.
s od: ot .r {doomes 1~ .8 s = f m.r | m ]
Scarcely can its presence| feel;  But its | pow’r *twillsoonrej-veal;
T8.$; S .S :S|.S 8 Y :d I s e Pty L :
BAECE i Tt | d 0d in 3B D 5 B f :nm :
can its presence| feel;  But its pow'r’'twill soon re - |veal; p
tovam o dy omy i JE e Wity 1 d BIsE OE 1§ d rdLdiod
Scarcely ean its presencel feel;  But its pow'r’twillsoon re - |veal; And so mwhty
f. D. mf
sp' . dtt .1 18 .f Im : } L LG L U sl | 8 3 3
Andso mighty is its | forcs, Nothing can re-strain its| course ;
005 1B S e B R d 3 gladl e K o Sadin : :
mf fdim.
: : In,rvd' .t 1 .8 |s E 5 VLB e
Andso mighty is its | force, \Iothmwcanrestram lts
dg :— '8 s P — - s $ - W8ahs osllsl sl ;-
is its force, No - thmgcanre- strain its course ;
o | byl |y
s sife.s cl.mInt f1i1 il e s JLoesGf he TR :
Riches, honours, whatare| they ? Lovethro’| all will finda | way;
rE e erh ik Belde | r CSANNEHE i 1) o el s 2 5
Ut (Bt ) B o) R R SIS S s e W 1Rty
course, Riches,| whatarethey ? Love thro’( all willfinda | way;
Sasy Swmsass Jf g o BT S P — P — st ey TV
Rlches,honours,whatare they? Lovethro’j all. Nothing can re-strain its
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Words by J. S. C.
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JOY OF SPRING.

s Wl I o 881 [ RE SRS

n

273

Styrion Air,

1. O the| joy of Spring, Let us| gaily sing, While the| sunshine on the meadis| bright,

cd.d d.S| 5 :tl.d 1(.1[ :1,

. 1| SBAEEEIEE 2 . By ST

2. Now the| primrose pale Greets the| daf-fo - dil, And the| vio-let - scented air i3 [sweet,
in.f ;s.m:s QI oGTY | Yierp . e RN SR ERUH S g e sias s ¢ —
\J.Then com ~panions, ho! To the| fields we go, Andin | harmo - ny be - guile the| hours,
quRdniardrds . VELE o f,  Df0 L EUSs 8.8, is) .S P —
C. t. eres. :
= = = i plovs e —
m.§ M cr d jtms i cxldif e Al aEniinb e stihdl P —
lambkins play, Andthe| earthisgay, Andall| na-turo keepsa hol - i-| day.
d.sy:d ) sd.m :s s 5P [Fes Rt ST RSt ¢ -
ev-ry tree Makea| melo - dy, Singing| welcome to the sun-ny| May.
s.m s i o178 dig sl o Finimi [ mtml St ni e St iy —
softest trill; Now in| music shrill, Shall our| song the joy-ful wel-kin| fill.
(B aded [Ys.so s Ssmsy [ispaCCSING sl S shl Bisiiid =
> - - diin.
Ty #=att 047 S T3 B Ay (15l 8 A BI85 ol (| -
la la la, Lala |la la la, Iala (la la la 1a la la [la,
12 £ S e d: oa:d R0 bes(o 8] |5 MR IR 1 oy il i 1 G -
la la la, Lala [la la la, TLala |la la la la la la |la,
(oL 8 R § SN S 5 12 N JEk simime e S feaf L ED S aatelis —
la la la, Tala |la la la, Lala |la la la la la la |la,
fInf o f of £ [d ,d:d cd .d s L5008 .5 8.8 id P -
molle. wit. e dim.
— rit. 2 : - -
L.sauf 't Ll)fe.s :4d S EA WAL SREl stelf S st
lambkinsplay, And the| earthis gay, Andall | na - turekeepsa hol-i -| day.
£ .de ad SR Afireinl o m U L8 [F RS 508 e 05 |1
ev-ry tree, Makoa | mel-o - dy, Singing| wel - come to the sun-ny | May.
d.ta:1 FERb il 8 5 S T U (S 0 YR O 0 o ()
softest trill; Now in| mu-sic shrill, Shall our| song the joy - ful wel-kin | flll.
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D, t.
o S R 1 e R R L G R A i1 [ N
words, to |all the| na - tions is | gone forth the
Copesget T e e g R ] R HE T (RS o SR TR
words, the| sound is| gone,
B e S g e A R IR [ B R Gt 1 [ 3
words, to all tho| na - tions
G e B R G RO R e 4Rt (O L BRHCR I [ ARG RARRL 115 SR
words, to {all the| na - tions is | gone, |
Rt e s e it — e L g odh |t o ft b oo -
sound of their| words, is goneforth the sound of their | words,
s~ - = |m :- | - RN e B E
is | gone forth, the sound of theu
(R SOV e DR I RS LR T . TSR B JRHIEE U SRS
is goneforththesoundof their, words their | words
[EEraE T e : bl gy d'f-—:—l— of |s 1= 3= 4= :-
is | gone forththesoundofthexr words. the | sound.
o
L o B R ROl Al o
/f | How |love - ly
mR =] e W | : SRS TR RO o8 | (1 0 5
words. How love - ly are
dl = 2t J1 :- s f' - im |p)i- :dllt cdix! |8 :s s - -
love - ly are thel mes - sen -gers ‘that preach usthe gos- pel of peace,
o R N R s ousils g =Y Imise = e AT e
How! love - ly are the 'mes - sen-
[T ae e L Ans S 4y SORSSEE UR T S S DR L (R et T SR RE I I 8 €
are the | mes - sen - gers that| preach usthe' gos-pel of | peace,
O At if o= s I = M s - = or Es ot s | d
the | mes - sen- gers that| preach us, that preu.ch us the gos-pel of
| ! c o INGEe  TRECNos Ul I LIRSESRHIE Rl 17 SCEERES U | Lt L Ll 0 ) [0 1
the | mes - sen-gers ‘that preach us, t.hat preachusthe gos- pel, the
if 1= :m |1 :- :8 ‘—:rs—.--—:—s:-:l..s
gers, the | mes - sen - gers that| preach us,
dim. P f. G.

[ls := - |- ni=:-m*-:f Im:=:= Jr :- :d |dg:= :-
i | they t.hat preach us the| gos - pel of | peace. |
n:- - | = 3= ld - :d{d - - |t - :d |ds - -
peace, that preach us the gos - pel of | peace.
d'.s:tall:—:l se:- :- |1 T [ e g [ T e

gos-pel of peace, that| preach us the gos - pel of | peace.
s :f :m td s m o - (L =Sy i- i~ s - 18 jds - -
preach us the gos - pel of | peace, the gos - pel of | peace.

St. Co. (New).






ADDITIONAL EXERCISES,—PART II. 277
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words, throughout| all the lands their  glad| tid -

St o ital s it - e [ty t - do:= el gl dl s ddiandt ws e
through - out| all the lands their glad| tid - S
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words, throughout| all the lands their glad; tid -
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How/| love - - - ly
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they that preuch us the gos - pel of | peaee, they tha
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sen - - - gers that} preach us the gos - pel ot peaec, that
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they that| preaeh, that| preach us the gos - pel of | peace,
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they that| preach us the gos- pel ofl

How| love -
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preachusthe gos-pel of | peace, How|love - ly are the) mes -
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preach us the| gos - pel of | peace. Tour measures
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preach us thel gos -  pel of | peace.
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peace, the| gos - pel of | peace. Symphony.
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— :— |— :ds)l.s:f mld' JLlomlelidl - iges | dl - -
& | thou-sand rills their mazy pro - gress take,
ene fonlf  am | f mar.d)l CEESEE I aenrl T — = ey
mazy pron'ress take,
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mazy progresstake,a | thou-sand rills their mazy pro- gress take, The
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{ Drink| life and fragrance | as  they flow.
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laugh - ing flow'rs that} round them blow.
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laugh-ing flow’rs that| round them blow.
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Drinkj life and fragrance | as they flow.
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Now the rich stream of Mu - sic winds
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For style of singing sce “ Hints on the Tunes.”

Wordsby WHERE THE GAY DREAMS OF CHILDHOOD ?
George Bennett. (Copyright.) German Air.
xey G. Moderato. , Harmonised by Kiicken.
| <§l‘_ =3 = D.t.
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1Wherethe] gay ~ dreams of | child - hood, With the| love - light of | truth ? The
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2Wherethe! bright dreams  of | man-hood, That would| scem  not like| dreams, But
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3.Let us|live  for thel re - al, There's nof truth in our| dreams, They
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THE SHEPHERD’S LAMENT.
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